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THE iDformatioQ derived from the Inspeeton of SohooU and from Tarioui 
other eonioee had made the Oommlttee of Oouooil aoqoainted with the 
bust, that Tocal mueie baa been eaeeeaefaUj oaltivatad in oomparatively few 
of the elementarj eoboola of Great Britain, In the Sanday sobools of great 
towne the ebildren have eommonlj been taught to aing, in an ^mperfeot 
manner, eerlain of the piahn and hymn tonea need in divine wonhip. 
These tunes are learned, only by imitation> from pereons of little or no 
mnaieai skill, and are therefore generally sung inconreetly and without 
taste. Thus the children aeqnire no power of further self-instruction, and 
little or no desire to know more of music. Notwithstanding these obriotta 
imperfections, the children and young men and women employed in the 
manufactories of large towns commonly eing» during the hours of labour^ 
the psalms and hymns they had learned in the Sunday achools. 

In the infant schools ainging forms one of the chief features of the 
instruction and discipline. It is, however, to be regretted that airs have 
frequently been selected for infant eehoola altogether unsuitable to very 
young children. The words commonly aung are rather foolish than simple, 
and fantastic than sprightly* The infiint school has therefore done little 
or nothing for the improvement of the taete* or for the genmd diffusion of 
skill in vocal mum in ibis eounti^. 

Though vocal music has Utberto been comparatively neglected in the 
elementary schools of England, thore is sufficient evidence that the natural 
genius of the people would reward a earefol cultivation. In the northern 
counties of Enghind choral singing has long finrmed the chief rational 
wmusement of the manufacturing population* The weavers of Lancashire 
and Yorkshire have been famed for their acquaintance with the great works 
of Handel and Haydn, with the part-music of the old English school, and 
those admuable old English songs, the musio of which it is desimble to 
restore to common use. 

The manufacturing population of Norfolk, in like manner, has shown 
taste in the cultivation of vocal music, and has rendered service in the 
produetion of the oratorios sung at the festivals lor which Norwich has 
been celebrated* Similar evidences of the native genius of the people are 
seitftered over diffm^nt parts of England* Among the lower portion of 
the middle classes* the formation and rapid success of cbcml and harmonic 
societies is one of the most pleasing characteristics of the recent improve* 
ment of the class of apprentices, foremen, and attendants m shops, who 
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a oentiiry ago were (espeoially in the metropolis) privileged outlawB in 
Bociety. 

The chief reasons wh/ singing has not been cultivated to a greater 
extent among the lower orders in Great Britain^ consist in the too general 
neglect of elementary education, and in the fact, that vocal music has not 
been reckoned among the necessary subjects of the education of the poorer 
classes in this country. 

Vocal music, as a means of expression, is by no means an unimportant 
element in civilization. One of the chief characteristics of public worship 
ought to be the extent to which the congregaiiofi unite in those solemn 
psalms of prayer and praise which, particularly in the Lutheran churches 
of Gkrmany and Holland, appear the utterance of one harmonious Toice« 
One of the chief means of diffusing through the people national sentiments 
is afforded by songs which embody and express the hopes of industry and 
the comforts and contentment of household life ; and which preserve for 
the peasant the traditions of his country's triumphs, and inspire him with 
confidence in her greatness and strength. 

A nation without innocent amusements is commonly demoralized. 
Amusements which wean the people from vicious indulgences are in them- 
selves a great advantage: they contribute indirectly to the increase of 
domestic comfort, and promote the contentment of the artisan. Next in 
importance are those which, like the athletic games, tend to develope the 
national strength and energy ; but the mtst important are such as diffuse 
sentiments by which the honour and prosperity of the country may be 
promoted The national legends, frequently embodied in songs, are the 
peasant's chief soturce of that national feeling which other ranks derive 
from a more extensive acquaintance with history* The songs of any people 
may be regarded as important means of forming an industrious, brave, 
loyal, and religious working class. 

Every schoolmaster of a rural parish ought to instruct the children in 
vocal music, and to be capable of conducting a singing class among the 
young men and women. The instruction thus communicated would enable 
him, with such encouragement as he might receive from the clergyman, to 
form a respectable vocal choir for the village church. This, in itself, would 
tend to increase the attendance on divine worship among the uneducated, 
and would spread an interest in the services of religion, which might prove 
the first step to more important benefits. A relish for such pursuits would 
in itself be an advance in civilization, as it would doubtless prove in time 
the means of weaning the population from debasing pleasures, and would 
associate their amusements with their duties. 

Among the impediments to the introduction of a more general cultiva 
tion of vocal music among the lower orders in Great Britain has been 
the want of a method of instruction, facilitating the teaching of vocal 
music in elementary schools. As a preliminary to the preparation of such 
a method, their Lordships had directed their secretary to collect or procure, 
from various parts of Europe, where vocal music has been cultivated in 
elementary schools, the books in most general use in normal schools^ and 



THE COMMITTEB OV COtJiJCiL 0» EDtJCATIOK. T 

in the schools of the communes, ancl of the towns^ The manuals of vocal 
music were accordingly collected in Switzerland, Holland, the German 
States, Prussia, Austria, and France. These works were carefully examined, 
in order that their characteristic differences might be ascertained, as well a^ 
the general tendency of the methods adopted in these countries. 

The chief common characteristic of these works is, that they are generally 
framed in the synthetic order, and proceed from the simplest elements, with 
more or less skill, to those which are more difficult and complex. The 
synthetic method appeared to be developed with the greatest skill and 
care in the w6rk published by M. Wilbem, under the sanction of the 
Minister of Public Instruction in Paris. 

The accounts which their Lordships received of the success of this 
method in Paris induced them to direct their secretary to procure for them 
the lEissistance of Mr. Hullah, who was known to have given much attention 
to the subject, and to have been already engaged in making trials of the 
method. They were directed to proceed to Paris to examine in detail the 
expedients resorted to in the practical application of this method to ele- 
mentary schools, and also to communicate with the Minister of PubUc 
Instruction, and with M. Wilhem, previously to the preparation of this 
method for the use of elementary schools in England. 

The Committee of Council confided to Mr. Hullah, in communication 
with their secretary, the duty of adapting the method to the state of in* 
Btruction in the elementary schools of England, and of introducing such 
improvements as might be suggested by his own taste and skill. 

The outlines of the organization of schools, according to the mixed 
method and the method of simultaneous instruction, were very briefly de- 
lineated in the Minute explanatory of the plans of school-houses, presented 
to both Houses of Parliament in the last session. A school organised on 
this method is divided into larger classes than the drafts of schools of 
mutual instruction, each of which classes is so arranged as to enable the 
children to receive instruction collectively. Their instruction is not con* 
fided to a monitor, but to a pupil teacher, or to an assistant teacher. A 
class of forty children may, by this method, readily receive instruction col* 
lectively of the pupil teacher or assistant teacher, if he be fitted by sufficient 
previous training to communicate it. A school of 160 children, instead of 
being divided into twenty drafts, each containing eight children, confided to 
the instruction of a monitor, would be divided into four classes of forty 
thildren, each instructed by a pupil teacher, or by an assistant teacher. 

The apparatus necessary to convey instruction in vocal music to a class 
of forty children on the mixed method is, first, a copy of the lessons in royal 
octavo ) secondly, a large black board, ruled with large staves, and sup*> 
ported by an easel ; thirdly, a second large black board and easel, for the 
reception of such figured as may be required to illustrate the lesson. It is 
desirable that the whole of the music contained in the lessons should bo 
pnnted on large sheets of paper, or on cloth, of such a size as to render 
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tbem eatily disceroible by tbo whole doss without effort or ohaDge of pos- 
ture.* Such sheets would render the blaok board unnecessary. The pupil 
teacher or assistant teacher should be perfectly familiar with the subjects of 
the lesson which be has to delivery and should oowoiunioate the whole 
substance of the lesson exactly in the order in which it appears in the 
Manual ; but it is by no means necessary tliat he should be restricted to the 
use of the same formula of words, as in the case of the monitor, but» on the 
contrary, the instruction would probably be more graceful and more im« 
presslve if he had skill to employ other equally appropriate words. 
♦ •♦•«««« 

The publication of the tablets, and of the octavo edition of the Course 
of Instruction, has been delayed, because it has been deemed expedient 
that the measures adopted for the instruction of a large body of the 
teachers of elementary schools in London sliould have attained a certain 
degree of success before this work was placed in the hands of the public. 
The Committee of Council were disposed to sanction and promote the 
success of the Singing School for Schoolmasters, recently opened in Exeter 
Hall, because they were of opinion, that without the aid of such means for 
communicating this method to the masters of elementary schools, the work 
itself would be of little value to persons who had received little or no 
musical instruction* Such a publication caniiot supply the want of a know- 
ledge of music in the master, neither can it generally enable any one to 
attain sufficient knowledge of elementary music to fit him for conducting 
the instruction of an elementary school in singing* unless he have con* 
siderable previous knowledge, or unless he be instructed by a proficient in 
the art. The value of the course of lessons in singing to the master of an 
elementary school, who is not acquainted with music, arises from the fact, 
that it renders the knowledge not only more easily attainable by himself, 
but enables him to communicate his own knowledge more simply and 
systematically than he otherwise could by his own unassisted efforts, The 
master of an elementary school, previously well acquainted with. vocal 
music, will not fail to recognise the advantage he will derive from this 
Course of Instruction, and from the Manual in rendering his lessons at the 
same time more simple and more comprehensive, and in clearing for him 
a path, by which he may lead his pupils imperceptibly from what is easiest 
of performance in the art to that which is most difficult, and irom what is 
simplest in the theory to what is less obvious. 

In order to facilitate the adoption of this method in the elementary 
schools of the metropolis, the Committee of Council were pleased to 
approve a proposal made to them by Mr. Hullah, that a Singing School 
for Schoolmasters should be opened in Exeter Hall under their sanction, 
and the secretary received directions to afford his assistance in securing for 
this school such patronage and support as might appear likely to promots 
its success. 

• Sttch ih?et» W ^^w published. 
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DIRECTIONS FOR THE TEACHER. 



In this Manual three kinds of type are used. 

The numbered paragraphs in larye type contain the substance of the 
information to be communicated in each lesson. The paragraphs in ipnaller 
type contain 9upplementary matter in illustration of that in the large type 
and directions to the Cla88^ The paragraphs in Italics consist entirely of 
directions to the Teacher. 

Every piece of music in the following jpages should be read tn time 
before being solfaed ; and, if there be words to it, should be Bolfaed before 
being sung. — See directions (p. 24) preceding No. 18. 

Before solfaing a piece, the scale in wMch it is set should be formed, 
with the manual signs of tone and semitone {See Cluxp. L) : the notes of 
the triad also should be named, touched on the fingers and solfaed, — first 
in succession, and then in qombination. (^See Chap. X.) 

In the earlier lessons it is not necessary, nor perhaps desirable, to 
classify the voices of the Pupils; but not later than at Chap. XVXII., they 
should be divided, — ^a Glass of Women and Children into sopranos and 
contraltos,.9i Class of Men into tenors and basses. 

Where the notes of a piece of music rise above or fall below the compass 
of voice of any of the Pupils, they should be instructed to cease singing 
during such passages, but beat. In some of the exercises the notes to bo 
omitted are printed in smaller type. {See No. 84, &c.) 

A portion of every lesson should be devoted to the exercise of the Glass 
in naming sounds which the Teacher should vocalize on the vowel A, (pro- 
nounced as in Italian.) A similar kind of exercise may be given on time; 
the Teacher reciting a bar or two, (beating the time,) and the Pupilai after- 
wards naming the notes (whether semibreves, quavers, &c.) 

Exercises on intervals (similar to those in Chaps. XII. d XIV.) should 
frequently be touched on the hand by the Teacher, and solfaed by the 
Pupils; he should also oocasionally. dictate bars to be recited by the Pupils, 
(See Examination on Chap. XV.) 

A judicious introduction of such extemporaneous exercises, with fre- 
quent examinations on the most important theoretical points, (the con- 
struction of scales, the order of sharps or flats, &c.,) will at once add. to the 
interest of the course^ and tend to the solid advancement of the Pupils. 

The whole of the '' Exercises and Figures" in the Manual are printed in 
separate Books, for the use of Pupils only ; and also in bold characters^ oil 
" Large Sheets," three feet six inches long. 

The " Figures only" are printed on eighteen " Large Sheets," and can 
be had separately : those of Part the First being contained in Sheets 1 to 8 ; 
those of Part the Second, in Sheets 41 to 50. 



METHOD OF TEACHING SINGING. 



PART THE FIRST- 



CHAPTER I. 
The Diatonic Scale. Tones and Semitones. 

Prepare Large Sheet 1. 



1. Eight or more different sounds, following one another in a certain 
order, form a scale. 

Fig. 1. 
Fig, 1 represents a scale of eight different sounds : 

the lowest line (1) standing for the 1st or lowest sound; >- 1 8 1 — ^ 

the next above, for the 2nd4 ke, ; and the highest for — I 7 1 -< 1 

the 8th sounds or octave. I I ^ 

The teacher will sing (rather elowly) the scale of Do^ to 
the numbers 1, 2, ^c, touching each line on singing its 
corresponding sound, and pausing on the octave to show 
how it concludes or completes the scale. 

The lines 3 and 4, and the lines 7 and 8 (of fig. 1), 
aro nearer together than any other two lines. So also 
the sounds represented by those lines are nearer together 
than any other two sounds ; that is, they are less unlike 
one another, and the Yoice can glide from the one to the 
other more easily. 

T/ie teacher will sing the scale again; blendiug 8 and 4, 
and 7 and 8. 

That the sounds 3 and 4, and the sounds 7 and 8, are << nearer together" than any other 
two sounds of the scale, is best shown in the fact that between 1 and 2, or 2 and 3, or 4 
and 5, or 5 and 6, or 6 and 7, an intermediate sound may be placed ; whereas, neither between 
3 and 4, nor between 7 and 8, can this be done. 

The teacher will sing Fa and Sol, introducing Fa f between them, and pointing out the position it 
would occupy (between i and 5) if marked on the figure. 

2. Of the ascending series (1, 2, 3, &c.) of sounds which form a scale, 
every sound is said to be higher or more acute than the one sung before 
it ; of the descending series (8, 7, 6, &c.), lower or more grave. The 

B 




2 DIATONIC SCALE. TONES AND SEMITONES. lChap. I. 

difference in acuteness and gravity between two sounds is called an in- 
terval. 

As tho lines of fig. 1 represent sounds, so do the distances between the lines represent in- 
tervals. The intervals between 1 and 2, between 2 and 3, between 4 and 5, between 5 and 6, 
and between and 7, are greater IntervalB than those between 3 and 4, and between 7 and 8. 
{See fig, I.) 

3. The greater intervals of the scale are called tones^ and the smaller 
intervals semitones^ or half-tone^. 

The word " tone" thus used, must not be confounded with the same word applied to tho 
quality of a voice or instrument ; as in saying *' a trumpet produces a fine tone." A tone 
must be understood to mean, not a sornid, but an interval between two different sounds. A 
musical passage will always consist of one more sound than interval ; as in the scale, where 
we find eight sounds, but only seven intervals. (See fig, 1.) 

4. A scale of eight sounds separated by five tones and two semi- 
tones, is called a diatonic scale — ^i. e., a scale, in singing which, we pass 
(chiefly) throitgh tones. 

The sealo represented by fig. 1 is a diatonic scale $ five out of its Beren intervals are tones. 

5. The five tones and two semitones of a diatonic scale may succeed 
each other in various dififerent ways or modes. The modes used by 
modem musicians are two only, the major and the minor modes. 

The scale represented by fig. 1 is in the major mode; because the 3rd sound is a tone 
above the 2nd, and therefore at a greater (major) distance from the Ist, than it would be 
did the setnitone fall between the 2nd and 3rd sounds. 

The teacher will point out the place in fig* 1, which 3 would occupy in the minor mode. 

6. In a major scale^ or diatonic scale in the major mode, there is 
between the 1st and 2nd sounds, a tone; between the 2nd and 3rd, a 
tone; between the 3rd and 4th, a ^^mztone; between the 4th and 5th, 
a tone; between the 5th and 6th, a tone; between the 6th and 7th, a 
tone; and between the 7th and 8th, a semitone. 

The order in which these intervals succeed each other will be impressed on the memoiy 
by reciting and afterwards singing tho numbers 1, 2, &c., ascending and descending, with 
manual signs of the tone and semitone. 

The teaclier wiU first recite y and then sing, the numbers I, 2, d;s., raising his right hand, opep, on the 
second sound of each tone, and closed on the second sound of each semitone, the pupils imitating him : see 

fig, 1, where the open hand is indicated by , the closed hand by ::>. Jt is obvious thai to indicate the 

second of two sounds a semitone apart. Hie hand must he closed on different sounds in ascending and 
descending; e, g,, on d and on 8, in ascending; on 7 and on 3, in descending. 



EXAMINATION ON CHAPTER L 

1, Of bow many sounds must a leale consist t What do the lines of fig. 1 represent t d. Which is the most 
^te sound of fig. 1 ? Wliich the most grave ? What do the distances hetween the lines of fig. 1 represent ? 
Define an interval. ^ 8. How many intervals does a diatonic scale contain ? Are they all of the same size ? 
Hoir are the greater intervals in a diatonic scale called ? how the smaller ? What is meant by semi f "Does 
the word tone mean a sound ? 4. What is a diatonic scale ? 5. When is a diatonic scale said to be in the 
major mode ? How many tones does a diatonic scale contain ? how many semitones ? 6. In a diatonic scale 
(In the major mode) what interval separates the let and 2nd sound ?~the drd and 4th?— the 7th and 8tb, &c. ? 
ifoif many tones and aemitones ai'e included between the Ist and ith sound ?— between the 3rd and 5th f Ac» 
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CHAPTER 11. 
The Names of Sounds. 

Prq[>are Largo Sheet 2. 



7. lEvery musical sound bears a name. The names of the first seven 
sounds in the natural scale (already sung) are as follows: — 



Fig* 2. 
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Be 


Mi 


Fa 


Sol 


La 


Si 



1 
no 

The letters ODE F G A B also designate these 

Bounds, and it may be useful erentually to become familiar with them. The syllables Do^ 
lie, &c. (common on the Oontinont) are used exclusiroly throughout this method. . 

The pupils wUl repeat Hhe tyUdbUt Z>d, Be^ ^,, as qbove, 

8. The 8th sound of the natural scale is called like the let, Do; for 
nil sounds bear the same names as their octaves. 



The pupils will repeal the names o/'tdl the sounds of the scale 
in their proper order. 

The eight lines most strongly marked in fig. 3, are 
separated by the same intorrals as those of fig. 1; they 
also represent a m^'or scale. The Do, which is the highest 
or 8th sound of this particular series, is likewise the lowest 
or 1st sound of another, the 2nd, drd, and following sounds 
of which will be the octaves of the 2nd, 3rd, and following 
sounds of this, and will consequently bear the same names. 
{See fig, 3.) In like manner, the lowest or Ist sound of this 
(original) serios, is also the highest or 8th sound of an- 
other, the 7th, 6th, and following sounds of which will bo 
the octaves of the 7th^ 6th| and following sounds of this, 
and will therefore bear the same names. {See fig, 8.) Thus 
by using oyer and over algain the syllables po, Me, Mi, Sec, 
wo ftf id a name for every sound, whaterer may be its acute- 
ness or gravity. 

The pupils wiU read, and afterwards sing, the scale of Do, 
calling each sound by its nUfne, and making always the manual 
signs of tJ^ tone and semitone ; i. £., raising the hand open on 
naming the second sound of a tone, and closed on the second 
sound of a semitone, {See — and ;=*• in fig, 8.) 




EXAMINATION ON CHAPTER IT. 

7. Bepeat the seven syllables after wbieh notes are named. How is tlie 3rd sonnd called ? — ^how tho 7th ^ 
See, 8. Give the rale for naming the 8th sound Do. Are any other names than X>o, U09 Sco,, ^tev applied > 
Hmsical sounds ? What iikterval separates Bf and Mi ? — Si and Do ? — Sol and Fa? &q. 
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CHAPTER III 
The Shapes of Notes and Kests. 

Prepare Large Sheet 2. 

9. ivlusical sounds are represented by characters called notes. Notes 
are shaped in various different ways. 

10. By the shape of a note we know the length of the sound it repre- 
sents, in proportion to other sounds in the same passage with it. 

11. There are, or have been at some time, no less than ten different 
forms of notes in use. Of these the foUomng four are the most conmion. 

S«mibreve. Minim. Crotchet. Quaver. 
Fig, 4. C^ Q m. m 

12. Besides these characters, which indicate the duration of sound j 
there are others which indicate the duration of silence. Such characters 
are called rests. 

Semibreve Mitiim Crotchet Quaver 
^. . Rest. Rest. Best. Rest. 

— F =1 — 

13. We cease singing^ on meeting with a rest^ for as long a time as we 
sing on meeting with the note whose name it bears. 

14. These notes and rests all differ from one another in appearance. 

The semibreve is a rownd open note. 

The minim „ „ „ with a stem. 

The crotchet is a black note with a stem. 

The quaver „ „ „ „ and a hooh, (See Jig, 4.) 

The semibreve rest is a short thick stroke hanging /rom a line. 

The minim rest n „ n resting on „ 

The crotchet rest is formed like a hatchet, with the hook turned to the right. 

The quaver rest „ „ „ „ „ „ „ „ left. (Seefy,6,) 

16. The stems of notes msij be turned up or down, but the st^ms of 
rests are always turned dozen. (Seejig. c.) 

The teacher wiU point to any note or rest in Jig. 6, and ask its name. 
Fig. 

— ^ P "^ p ^ ^ d P— 

— J — p — Q — J — ^-L,, — - — p — ,3 — ^_J:^ 

EXAMINATION ON CHAPTER III. 

0. How are musical sounds represented? 10. What do we learn from the shape of a note t 11. Name 
the four forms of notes now in most common use. 13. What is the use of a rest? 14. Describe a minim — a 
quaver — a crotchet rest, &c. Name the two rests which are alike in form. How do we distinguish tliem? 
IJX KtLj the stems of notes be turned up or down ? May the stems of r^sts ? 



CHAPTER IV. 
The Places of Notes. Staves. Voices. Clefs. 
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16. As the fen^rfA of a sound is known by the shape of its note, so is 
the pitch (acuteness or gravity) of a sound known by the place of its 
note, on or between certain parallel lines, called a stave. [Svefg. ?.] 

17. The notes which represent the sounds of the natural scale occupy 
the lines, and the spaces between the lines of a stave, alternately. When 
Sol stands on a line^ Za stands on the space between it and the next line 
above. Si on the next line above ; and so on. isee/tg. 7.] 

18. Voices are of two kinds; the voices of women and children^ and 
the voices of men. The former are higher in pitchy or more acute, than 
the latter. The number of (natural) sounds practicable by these two 
kinds of voice, is about twenty-two. 

19. To represent all these (t-wenty-two) sounds of the human voice 
by notes placed alternately on lines and spaces, requires a stave of eleve7i 
lines. 

Fig. 7 is a stave of eleven lines ; and upon it is represented a series of sounds, extending 
from the lowest usually sung by men, to the highest usually sung by women; a compass of 
three octaves. 

20. By the compass of a voice, is meant the number of sounds it can 
produce. The compass of each kind of voice is in number, and even 
names of sounds, nearly the same ; but the voices of men are in pitch 
an octave lower than those of women and children ; and vice versd. [See fig. 7.] 

On the 4th| 6th, aud 8th lines of fig. 7 are placed clefs (or keys.) 

21. A clef is a character which represents a certain sound, and gives 
the naiiie of that sound to every note on the same line with it. Thero 
are three ciefs} 
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PLACES OF NOtES. VOICES. [Chap. IV 

which stands for Do^ the 1st sound of the scale as sung by 
women and children, — and the 8th as sung by men. isee figt.d and io.'\ 

which stands for Sol, the 5th sound of the scale as sung by 
women and children : iseejig. ii] and 



J^; which stands for Fa, the 4th sound of the scale as sung by men. 

22. An average individual voice does not consist of more than twelve 
sounds. The stave is therefore limited to five lines ; one or other of the 
three clefs being retained, to show what particular set of five lines is 
selected from the eleven, for present use. 

Fiff.e. • Fiff.d. Fig.W, Fig. 11. 
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For example : to write for the lowest kind of man's voice (the bass), we take tbo lowest 
fire lines of fig. 7; and wo know them to bo such, because the fa clef is retained in its 
original position, on the 4th lino from the bottom. {Compare Jigs, 7 and 8.) 

And to writo for the highest kind of woman's Yoico (the soprano or treble), we take the 
highest five lines ; which we know to be such, because the Sol clef at the beginning shows that 
the lino on which it stands is the 4th from tho top of the great stave. {Compare Jigs. 7 and 11.) 

So, for the lower voices of women (contralto), ot the higher voices of men (tenor), 
wo take five lines from the inner part of the stave, showing which they are by tho Do clef 
which always stands on the middle line of the great stavo. (Compare Jigs, 7, 9, and 10.) 

In like manner any set of five following lines may be drawn from fig. 7. One stavo, 
however, the treble, is In much more common use than any other ; and to It our attention 
will be exclusively directed for the present. 

With a class of women or cMldren ike teacher mag pass on at once to the next chapter; hvl with a 
class oj men the following explanation is necessary. 

It has been shown that the voices of men are, in their whole compass, an octave lower 
than those of women, and that different staves are necessary properly to represent tho sounds 
of which they consist. Notwithstanding this, music intended to be sung by tenor, and even 
by bass voices, is often written on tho treble stave ; and moreover, not only is much vocal 
music thus (incorrectly) written, but the treble stave is used for the pianoforte, harp, guitar, 
violin, flute, flageolet, oboe, clarionet, trumpet, born, bugle, and even sometimes the violon- 
cello. So that a person unacquainted with the treble stave could scarcely be said to under- 
stand even the alphabet of music. For these reasons, the treble stave should always be 
studied first; but it must* be remembered once for all, that in jsinging from 0^- tenors and 
basses tuill not sing tTie sounds represented, but sounds an octave lower. 



EXAMINATION ON CHAPTER IV. 

16. How is tlie sound of a note known ? 17. How are the sotinds of a diatonic scale placed npon the 
stave ? 18. How many kinds of voices are tliere ? How many sounds (of different names) con they execute 
between them? 19. How many lines are necessary to express these sonnds in order? 20. What is meant 
by the compass of a voice ? llow does the compass of s man's voice differ from that oi a woman? . *z\. Be- 
fine a clef. How many clefs are there? 22. Of how many sounds (of different names) does an average iii- 
dhridnal voice- consist ? Of how many lines does an ordinary stare consist ? How do we identify any particular 
Set of lines drawn from the great stave ? Which is the stave in most common use ? 

Ja singing from the ti'eble stave, do men really sing the sounds represented ? What sounds do thc^ dinK? 



CHAPTER V. 

The Places of Notes on the Treble Stave. 
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Fig. 12. 




23. Tlie treble stave may be represented by the four fingers and thumb 
of the right hand; and the bass stave by those of the left. 

3%e teacher wiU direct attention to fig. 12. 

Raise your right hand, with tho palm turned towards you, the fingers a little aparti and 
tho thumb parallel with them j as in fig. 12. {To he done.^ 

24. Of the lines and spaces of a stave, the lowest is the 1st; the next 
above, the 2nd, &c. 

6ttl. ;^ , 



4th. 



Fig. 13, trd. - 
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With the>lr«f finger of the left hand^ touch, one after another, the fingers of the rights 
naming the line of the stare for which each stands. Be careful to place the index finger (the 
first of the left hand) in the positions marked (with the names of the notes) in fig. 12. 

The teacher, placing the palm of his right hand so as to be seen hy the pupitt, tcltt 
touch with the index finger {the rest of his lejl hand being kept low) the positions in- 
dicaled above, saying, Ist line, 2nd line, Ad — the pupils imitating. The palms of their 
hands are, of course, to be turned towards them. 

\ Now touch the spaces between the fingers ; naming the space on ihe slave for 
which eacnTlands. [ro be done; saying, Ist space, 2nd space, <tc.] 

25. The Sol clef stands on the 2nd Kne of the treble stave, and gives 
the name Sol to every note on that line. iseefig.i2.:\ 

Touch the finger which stands for the 2iid line, and say — Sol. [To be done.1 




8 PLACES OF XOTKS ON THE TEEBLE STAVE. [Cuap. V. 

26. In the Sol clef we have a key (clef) to the positions of aU the 
notes on the treble stave. 

Repeat, in order, the Beron syllables by which sounds are called. [To he done; Do, Be, J-c] 

27. " The notes which represent the sounds of the natural scale oc- 
cupy the lines and spaces of a stave alternately." [Par, ir.] The note 
next above Sol is La ; La^ therefore, stands in the 2nd space ; Si^ on 
the 3rd line^ &c. The note next below Sol is Fa ; Fa^ therefore, stands 
in the 1st space; Mi^ on the 1st line^ &c. 

The teacher will touch on Am hand each note on naming it, — the pupils imitating. This done, he will 
proceed to teach the names of all the notes on the treble stave by touching and naming Sol, then La, then 
Sol again, tlicn La again, tlun Si, then the two first again, th^n Do, and then the three first again. 8o 
with all the notes on the stave helow Sol, confining the practice to Mi, Fa, Sol, La, Si and Do, ^(7/ tlu^ 
are pretty well known, 

28. Besides the notes on and between the five lines of the stave, two 
others may be placed, one below the 1st line, the other above the 5th. 

The teacher will show the positions of Be {immediately below the little finger), and Sol (immediately 
above the thumb), and give an exercise including those notes, 

29. The ordinary stave of five lines can be extended by the addition, 
above or below it, of leger lines. 

30. The middle line of the great stave (the dotted line in fig. 12), is a 
leger line common to tlie treble and bass staves, isee fig, i4.] if another 
leger line below this be added to the treble stave, it will be by an en- 
croachment on the bass : if a leger line above it be added to the bass 
Btave, it will be by an encroachment on the treble. [Seefig, 15.] 



Fig, 14. 
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The Do bolow the treble stayo is indicated by a slight descent of the index finger from 
below the right hand ; and the 8i below it, by a still lower position. 

The teacher will give an example, and then exercise the class in naming all the notes from lowest to 
highest. In eondusion he will touch on his hand^ and solfa the scale of Do, ascending and descending; 
the pupiU hniiaUng. 



EXAMINATION ON CHAPTER V. 

28. Bywhieli hand do we represent tlie treble stave? 24. Wbich is said to l>e the Istline of a stare? 
Sbow on the hand the position of the 1st line— of the Srd space— of the 0th line, &e. 25. Which line of 
the treble stave does the Sol elef occupy ? 27. Touch (on the hand) Sol, Do, La, &o. 20. Is there any 
method of extending the nnmber of the lines of a stave ? 80. What note stands on the leger line immediately 
below the treble stave? What position does that line occupy in reference t6 the bass stave? Show iu 
IfdeiUom with the haaC 



CHAPTER VI. 
Beats. Crotchets, Minims, and Semibreves. 
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31. To measure exactly the duration of notes or rests, we make with 
the hand certain motions called beats. 

Tlie teacher will place himself before 'A*' pupiht on their left, with hia right thouldcr towarde them; 
90 that, while hit hand moves in the same direction a» tfieirSt he can yet see their beats. It is obviont 
that \f he faces the pupils^ their hands will move to the right when his hand moves to the l^ ; and 
vice vertA, 

Place the left hand open before you, on a lovcl with the 
waist, and raise the right hand, at a little distance aboro it. 
In fig. 16, 1 marks the position of the left hand, and 4, that 
of the right. [The teacher will give an example.;\ f>- Iq 

Strike the palm of the loft hand swiftly with the right; 
saying " down." Keep the hand down, in the position marked 
1 in fig. 16. ITo be done.} 

Pass the right hand swiftly to the left, and a little upwards 
(in the direction of the line 1 — 2); saying <<left." Keep the 
hand in the position marked 2. [7o be done.'} 

Pass the right hand swiftly to the right and horizontally (in the direction of the line 
2 — 3); saying <« right." Keep the hand in the position marked 3. [7*0 be done,} 

Throw the right hand swiftly upwards (in the direction of the line ^—4); saying "up.'* 
Keep the hand in the position marked 4. [To be done,"] 

32. Beats must be made at equal intei'vah of time. 

Make seroi-al successions of four boats at equal intervale of times saying, « down, left, right, 
op;" « down, left," &c. &c. 

To be done many times in tuccessiott^ Uninterruptedly. The beats mvit be named, as well at made, 
smartly. 

We shall proceed to turn these boats to a(Scount» 
by measuring ttotch4U, minims, and semibreves. 

Make four beats scroral times without r^toppin^) 
and on each beat say-— not crotchet, but " crotch,*' 

[To be done.} 

J 

33. A crotchet lasts during one bmt ^'^^ 




Fig. 17. 
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BEATS. CROTCHETS, MIKIMS, AND SEMIBREVES. [Chai-. VL 



Make four beats several times without stopping ; and on 
ovory down beat and right beat say " minim/* 

\To he done J] 



34. A minim lasts during two beats; and is 
therefore tmce as long as a crotchet. 



Mako four beats sereral times without stopping, and on 
the datm beat only, say ** iem/ibreve/' 

ITo be done,'] 

35. A semibreve lasts during four beats; and 
is therefore four times as long as a crotchety and 
twice as long as a minim. 




o 

Semibrere* 
Fig. 30. 



36. These exercises prove that one semibreve . . o 

is equal to (takes as long to sing as) two minims . • o o 

or /(7i^7* crotchets m 4 m m 

and that one minim is equal to two crotchets. 

This may he made plainer hy healing a semibreve, two minimSt and four crotcheti in immediate rotf- 
oenaion: or, hy forming the class into three dimsionSf and making the first division heat semibreveSy t/ie 
second minims, and the third crotchets, simultaneously, 

Tlie teacher should (at this staged spare no pains in getting his pupils to heat time steadily and well 
together ; and no attempt should he made to read in time {see Chap. VIII.) until the exercises above can 
he done with considerable precision. 



EXAMINATION ON CHAPTER VL 

SI. How do we measure the duration of notes and rests ? With which hand are beats made ? Are beats all 
made In the same direction? Where there are foar beats, in what directions should they be made? 32. Make 
eight beats at equal intervals of time, saying, Down, left, &c. 83. How many beats do we make to a crotchet ? 
Beat and recite eight crotchets. [To he done, saying, " Crotch, crotch," Ac, a beat to each note,'] 84. How 
many beats do we make to a minim ? Beat and recite four minims. [To be done, saying, " Minim," Ac, two 
heats to each note.] Beat and recite one minim and two crotchets — ^two crotchets and one minim. 80. How 
many beats do we make to a semibreve? Beat and recite two semibreves. [To he done, saying, *' semibreve" 
four heats to each.] Beat and recite without interruption a semibreve, two minims, and four crotchets — ^now 
four crotchets, two minims, and a semibreve — now two minims, a semibreve, and four crotchets, &o. &c. 
36. How many ttainims could we sing in the. same time as one Semibreve ? How many orotehets in the same 
time as one minim ? How many crotchets in the same time as one semibreve ? What sort of note is half a» 
long as a semibreve— a quarter the length of a semibreve — ^balf as long as a minim ? What sort of note is twice 
as long as a crotchet— twice as long as a minim-— four times as long as a crotchet ? &o. &o. 
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CHAPTER VU. 

Bars. Accent. Common Time. 

Prq>arc Large Sheet 4. 
87. Music is commonly divided into portions called lara, or meosureg. 

Fig. 21. 
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The term 5ar was originally applied only to the lines which mark out the measures ; but 
a bar and a measure are now undei-stood to mean the same thing. 

38. The bars or measures in the same movement are generally of 
the Same length; i. e.^ they take the same time to perform. 

Fig. 21 consists of four bars. Bar 1 contains a minimy during which we make two beati^ 
and two crotchets,- osich equal to one boat; in all, four. Bar 2 contains a minwif equal to two 
beats, a crotchet, and a crotcJiet rest, each equal to 0720 beat; in all, /our. Bar 3 contains ybtir 
erotcJtets, each equal to one beat. And bar 4 contains two minims, each equal to two heats. 

39. In every bar of music, there is at least one note which requires a 
stronger accent than' the other notes. 

In every bar of Jig. 21 there is a strong accent on the note sung to the Jirst beat, and In 
bar 3 an accent will also be due to the third beat. 

27ie tcaclier mill tol/ajig. 21, marking itrongly the accent. 

Though " the bars in the same movement are generally of the same length," all more . 
ments are not made up of the same kind of bar. There are many different kinds of bar,— 
different, not only in length, but in accent. 

40. The length and accent of each bar decide the time of the passage 
of which it forms part. When an even number of beats is made to a bar, 
it is said tx> be in common time. 

Each succession of four boats, made in Chap. VI. constitutes a bar of common time* 
Fig. 21 is in common time. 

41. At the beginning of every piece of music is placed a sign, to sho-\f 
in what time it is. The sign of common time is a large C t^^* ^*^* ^^'^ 



tlXAMINATION ON CHAPTER VII... 

87. Wliat do we call the small equal portions of notes into wbich musie is divided ? 88. Are all bars oi 
tlie same length? Must every bar contain the same number of notes, or the same nnmber of bests, whatever 
be the number of notes ? 80. Do you remember anything particular respecting the different beats in each bar ? 
Tell me where the accent is in this bar. [^The tcacfier will sing bar 3 0/ Jig, 21.] Is the accent on the third 
beat as strong as that on the first? 40. How is the time of a moyement decided? When is a passage said! 
to be in common time ? V H'^w do we teU what time a piece of music is in? What U the distinguishing 
itiark of common tim^ 
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CHAPTER VIIL 
Reading in Time. Notes and Rests. 
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42. By the sJtape of a note we know its length in proportion to other 
notes in the same passage with it ; by the place of a note on the stave, we 
know its sound. Every note, therefore, may have two names; one due 
to its shape, the other to its place. 

The first note of fig, 21 is a minim from its shape^ and Do from its place on the stave. 

Erery exercise in this work, before being solfaed — i.e., sung to the syllables Do, Be, &c.y 
is to be read in time, 

43. In reading a musical passage, we name the notes in strict time, 
but do not sound them. 

Fig. 22 is to be road in time. Tliore being no clef at the beginning, the notes must bo 
called ** semibreve, minim, or crotchet" (in reading — " crotch'*). 

The teacher tiill read a few bars of fig. 22 h}f way of example; ({fter which it will be read by the 
pupils simultaneously 

r„. 22. c f r r r I n n | ^ [ J j j | n r r I <^ | - 
r r J I •' ' I n -] o I J J I r i? M I <-> [ 
^ *'r rh J J | - - > | r r J| n J |-^-H- 

44. A double bar isee the end of fig. 22] shows that the whole, or some 
complete section of a piece, is ended. 

45. When the notes of a passage are sung^ any rests which may come 
between them will be perfectly expressed by silence ; but in reading music, 
rests must be indicated by naming aloud the beats which are due to them. 

Fiys» 23 to 20 are to be read first by the teacher, and afterwards by the class, 

46. During a semibi*eve rest (in C time) we make four beats, and^ 
in reading, count aloud, " one, two, three, fourJ^ 



Fig. 23. 



Onci twOf threCffour, 



Chap.VIIL] reading IN TIME. NOTES AND RESTS. i3 

47. During a minim rest we make two beats, and, in reading, count 
aloud " one^ twOj^ if* the rest occupy the Jirst half of the bar: 



Flg.U. ^ ^ C^ U 

HuA. iwn. Minim. " • 



One, two. Minim. 



but if the minim rest occupy the second half of the bar, we must say, 
on making the beats, " ihree^ four^ 



Fig. 25. ■ Q Ql m 

liinim, ikree, four. 

A minim rest never occupies tbo 2nd and Srd beats of a bar: silenoo daring tbose beats 
is expressed by two crotchet rests. {Set fig. 30, bar 1 ofucond /««.] 

48. During a crotchet rest we make one beat, and, in reading, count 
aloud, 

"On^,"ifit fall on the 1st beat {jig.m P f ^ — [f 

Out Crotch Minim '" 

"fe7t>," „ 2nd beat U9.27] -^ — J p J 

Crotcli two Miuin 

''three;' „ Srd beat u?^.28] - Q ^ ^ ^ 

Miuim three CroU 

'four,'' „ .. 4th beat [fig.m -Q — cj J F 



Crotch 



Minim Crotch four 
Fig. 30 includes every form of bar yet studied. 



Fig. 80. 



or J J j| ■ r r I ■ I r r ■ I ^ ^ ^ I 
r r r ii| n r «! [ -^-^ — |r r ii r|r r mI - 
r J r j [ n — ^H — p r I o |r r i< i<| — 



EXAMINATION ON CHAPTER VIII. 

42. What do we learn from the shape of a note ? What from its place oo the stave ? What is the name of 
this note {jpoint to any note in fig, 21] in reference to its length ? What in reference to its pitch ? 48. What 
is meant hy reading in time f 44. What is the nse of a double bar ? 4A. In reading in time, how do we 
Indicate rests? Do we indicate rests in the same manner in singing as in reading? 40-48. Beat and recite a 
bar containing a semibrcTe rest, — a minim rest and two crotchets, — two crotchets and a minim rest, — a crotchet 
rest and three erotehets, — a erotchet, a crotchet rest, and two crotchets, — two crotchets, a crotchet rest, and a 
erotehet,— -three eroloh^ts and a erotchet rest, &c. 
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^ CHAPTER IX. 

Reading in Time, continued. Dotted Notes. 

Prepare Large Sheet 5. 

49. A dot after a note prolongs it one-half. 

For example, we make tivo-beato to a minima bat a dotted minim must be continued while 
we make three, 

50. A dotted semibreve is equal to three minims; and a dotted minim 
to three crotchets. 

Fiff.SU O • Fig,S2. O • 

J d J J J J 

51. In reading^ the word " dof^ should be pronounced aloud 

on the third beat of a dotted minim [/^. 33] -^ o • d LL 

Minim dot Crotch ' ' 

onthe//i?A „ semibreve ifi^.u-] ^Q. — o — Lf — o IL 

SemibreTC ' dot Minim ' ' 

When uotes a?o called ^'Do, Re, &c." in ifeading, the word ^^dot" should not be used. 

52. A dot has no absolute value; in C time, after a semibreve it is 
worth two beats; after a minim, but one. 

Fig. 35 includes erery form of bar as yet studied. 

^^.86. - (i f p |i I — I n r r I — cf |-F"j-ihj-|- 
- n • r I ^ I J -p-H-J-ii-T J I o I . r r I oi i J r [ - 
- Jn|'rn|i<r«'r| — \r r J|J Jn j[ o | 

EXAMINATION ON CHAPTEB IX 

49« What elTeot has n dot plaoed after a note ? 50. How many beaU are di^ to a dotted minim ? How 
Mvay to a dotted pemlbreve ? Seat and reeite a bar pontaining a dotted minim and a crotcheti-^a dotted minim 
and a crotchet rest. Beat and recite two bars, the first containing a semibreve^ the seeond a dot and two 
erotcbets. 53. Has a dot any positive value ? How many beats are due to a dot following a semibreve 7 
How many to a dot following a minim ? How many to a dot following a crotchet? 
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CHAPTER X. 
The Scale. • Tetrachords. The Triad. 
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53. The 1st sound of a scale (as also 
the 8th) is called the tonic^ or key-note; 
and, by some writers, the^na/, as being 
the sound on which a musical passage 
ends with most satisfaction to the ear. 

The teacher will ^ng 



Fig.U. 
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or any eimilar passage in illvstraiion ; touching each 
line of fig, 36, as he sings its corresponding sound- 




Tonlo. 
Leading Note. 



Dominnt. 



Sabdominant, 



Tool«. 



54. The 7th soimd of a scale is called the leading note^ being the 
note which most fitly precedes, or leads to the tonic. 



The teacher 
will sing 



m 



-*-^-* 



5=»= 



i 



or wg rimilar panoge / 
touchxng each Une a$ 
hrfore. 



55. *A major scale may be divided into two portions exactly alike in 
their construction or order of intervals. Between the 1st and 4th 
sounds we find two tones and one semitone i between the 6th and 8thy 
the same intervals, iaeejig, se.] 

66. Four Bounds separated by two tones and a semitone, form a 
tetrachord. A major scale consists of two tetrachords. 

The teacher will sing the \ai tetrachordf then the 2nd, touching the Unes of Jig, 36. 
The 4th sound of the lower of the two tetrachords which form a scale, is not the Ist sound 
of the upper; between the 4th sound of the lower tetrachord and the Ist of the upper, there is 
always a tone. ISeeJig. 36.] 

57. Though the two tetrachords of a major scale consist of difierent 
soundsj the melody (or tune) of each tetrachord is the same, because the 
intervals are alike. 

The teacher wiU voealize (ofi the vowel A) the two tetrachords in succession, 

68. The 1st sound of the 2nd tetrachord is called the dominant of 
the scale; and the 4th sound of the Ist tetrachord, the subdominant 

59. As the 7th of the scale is most naturally followed by the 8th, so 
is the 4th by the 3rd; the 4th and Srd, like the 7th and 8th, being ft 
semitone apart. 
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TETEACHORDS. TRIAD. 



[Chap. X. 



The teacher will sing, either to the numbers 1, 2, dtc, or to the syllabhs Do, Be, ^c, the following, ot 
any similar passages, pointing to each line of fig, ^Q as lie sings its corresponding sound, the puptli 
imitating. 



$ 



22= 



g • * • 'i :i= 



\U''''^-h-^^e.\ \ „^, 11 = 



60. DiiFerent sounds heard one after another (like those just 
sung) are said to form melody. Different sounds heard at the same 
instant^ produce harmony. Melody can be performed by one voice; but 
harmony requires several voices. All music is either melody or har- 
mony; most music is both. 

61. Certain sounds heard together make a chord. Continuous 
harmony is produced by a succession of chords. The 1st, 3rd, and 5th 
sounds of a scale form what is called a common chord or triad. To 
these the 8th may be added. 

The teacher will point to the lines 1, 8, 5, 8, and sing them vp and down to those numbers, — the 
pupils imitating him, 

62. The 3rd and 5th sounds of the scale of Do, are 3fi and Sol; Doy 
Mij and Sol^ will therefore form the common chord or triad^ of Do. 

Touch an the hand, and solfa, the triad of Do, up and down. 

To be done: after which the teacher wiU solfa, pointing to the fig, 36, the following passages, — tJu 
pupils imitating. 



i 



a . 



o . • 



^s:^ 



■:»:*- 



■*^ 



♦*- 



i 



za- 



o g I 



^^ 



n a m mz 



In Bounding the notes of the chord of Do, one after another, wo hare drawn from thorn 
melody. By singing them at the same time we can produce harmony. 

Hie class will fall into four divisions. Each division will successively sing a note of the chord, {the 
1st division Do, the 2nd Mi, ^c.) sustaining it till the chord is complete, and a signal is given to cease. 
When this has been done correctly, the 2nd division should sing Do, the Brd Mi, Sc. ; and so on till 
each division has sung each note. 



i 



^ 



^ ^y^ ^E^ 



EXAMINATION ON CHAPTER X. 

53. How is the Ist sound of a scale called ? How the 8th f Is any other term ever applied to those 
sounds? Why is the tonic also called the final? 04. How is the 7th sound of a scale called? Why? 
50. What intervals do we find between the 1st and 4th sounds of a major scale ? By what other two sounds are 
the same intervals included? 56. What are four sounds so arranged said to form ? What do two tetrachords 
form ? Does the 4th sound of the lower tetracbord of a scale serve as the 1st of the upper ? What interval 
divides the two tetrachords ? 07. Is there any resemblance between the two tetrachords of which a scale is 
composed ? Why, though the sounds are all difi*erent, are the tetrachords at all alike ? 08. How is the 1st 
sound of the 2ud or upper tetrachord called ? — how, the 4th sound of the 1st tetrachord ? 00. By what 
sound is the subdominant most naturally followed? 00. What is melody? — what, harmony ? Can melody 
be performed by one voice? — can harmony? 61. What is a chord? When a chord consists of only three 
sounds, how is it called ? Of which sounds of a scale can we form a triad ? Can we add any other sound to 

the triad? 62. What sounds form the triad of Dot — to which we can add ? In sounding the notes 

of the chord of Do in succession, do we produce melody or harmoiy ? How can we produce harmony f^om them ? 
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CHAPTER XL 
Intervals. 

Frtpain Lai^ge Sheet 6. 

63. ^* The difference in acuteness and gravity between two sounds is 
called an intervaV^ [Par. 2.1 In passing from any one sound of the scale 
to the next immediately above or below it, we find either a ione^ as from Do 
to i?<?, or a semitone^ as from Mi to Fa. But in passing from one sound 
to another not immediatiely above or below it, we find an interval greater 
than a tone; as in the successive sounds of the chord, where we pass di- 
rectly from Do to Mi (skipping Re\ from Mi to Sol (skipping Fa\ and 
from Sol to Do (skipping La and Si). {Bee fig. 86.] 

64. An interval is named from the number of diatonic positions 
included by the two sounds of which it is composed. 

Thu8» Do and Mi are said to form ai ihvrdf becaiiiBe 2fi iB the 3rd Bound from Do; in like 
manner. Do and Fa form a/aur(Ay Do and Sol a fifth, ko. ko.. 



In naming the two sounds which form any giren interval, the lowest should always come 
first : thus, Do and Sol form a fifth; Sol and Do, a fowrth. ISeefig, 37.] When the intenral 
bdow a note is meant, it must be expressly named as such : thus, the ihird beilaw Do is La; 
the nasih hdow Do is Mi, Sic. IBetfig. 88.] 



^i^.37. 



i 



Second. 



Third. 



Fourth. 



Fifth. 



Sixth. 



OctATO, or 
Seventh. Eighth. 



-xzr 



JOL 



znsL 



ZSZL 



"Cj>" "C^" 



Fig.^^. M) ^ ^ 



IZC 



-^ 



3ZE 



XX 



XX 



XX 



xx 



-^ 



XT 



Tjr 



EXAMINATION ON CHAPTER XI. 



63. Define an interval. What intervals do we find in singing the scale of Do t Have we sung any pasaagv 
in trhich the intervals are larger than those between the following sounds of a diatonic scale ? 64. How is an 
interval named ? What note is third above Do t — a fifth above it ? &c. &c. Prove that Do is a fifth above Fcst' 
Prove that 8i is E>t a third above La, &c. &c What interval do Do and Sol form ? — what Sol and Do t 
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CHAPTER Xir. 
Unisons and Seconds. 

Prtpan Large Sheets 9, 10, and 11. 



m 



|o «4 



i 



o^o i>\<\ ojo ^^r^ 



O VI 



O' CJ 



SSL Wben tU 
pFodnced. 



2%< Uacher wiU touch on hU hand, and tol/a 
Thoie two Bounds form mwaimm. 



note is sotmded more ttiaii cmce^ a tmi^ m 



99* WJMR 'two DP* HMMfC? 

instant, they are said to be nr 



aooKi Ae 



[S^lriinir.} 



note ttl '&c^ same 



67. A unison is not an interval; for an interval m fecBoed bjr twi» 
differeat sounds; as Do and /St?/, which form eijifth. 

^. A note whi^ atendi on the pofiitk® of the sta^e nea^ to another,, 
iff the s^em^ abcyte or beloiir rt; axta the two B€rta% aff tb^ inchide two 
positions, are said to form the interval of a second. 






^iHm 



9iJh,maAia» 



ri^T^Md 



Ih€ pupils tPtU touch on their hands each note of fig, 89, as the teacher points to it; saying "tlie 
second above Bo is Be, the second above Be iff Mi^" and so on to the 7th, 80 in descending; ** the 
second below Do is Sit" dc, de. 

The teacher^ standing so tikot ika yafaft 1^ hU f^gk^ hemd earn ha seen by each pupil, wUl touch and 
sol/a the following, or any sisnUar passages, — ^ pupils imitating. 






'a m g 






^m 



"■W 



ZEU. 






' ^ *#«^«> " 11* • * • « • P II « • ' • g ^ 



^S 



• • • m 



3:^ 



Cur.XQ4 



Tjsmossa axd sscokds. 
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<*ET«r7 exerdae in thii irork, before being solfiMd, is to be read m ^mt.'" [Por. 40.] 



Httettmrme 



opparUmity may ar&e. 






i AtfW SmA Mtffltf iAflMi i^ idhtf' WM0fl#4iiM^ #f A^ J^^ft 



1^ 



a. In Bingingy the body should be held in a firm and graceful position^ with the shoulden 
thrown back^ and the oheet forward ; for gtoag^ interfSma with the action of all tiie organs 

h n» movCft lito^M %0i efWMt /re^3» tat mi esBtrvnagomagz J btortfaa of eooBlenanco 
Is Incompatible with the production of a good qnaliiij of sound. 

0* or mw onoewviic w bbivw w ubv TfOTfr iiiwt|9 vciwnn^ omb^ i^^ ohpbbwi^^ gMWStt 

fltfthest?^-4a alsa^ thai pio^iMsed witL i^ 

d. While, aa a general rule, the Yoice should glide smoothly from one note to another* the 

«. WheCMV iis fl(d!fli&^ or slBgfe^ the ^ pMiitfiie^^ 
Giro to th6» piiiwlpa i Yowef of mbch syllable its proper sound, and finish carefully such words 
as end with consonants. Carelessness on this last point is the commonest fault in English 
singing; and, as the mi^'ority of English words end with coasonantSy perhapa it is the gnaiett 

f, Tift BrakUL ilMwiT te Uiam wMmi ^fbrii VbOStKor Am oAeii. mr td im dMmi 
iBtwnrstir tft ttee^ hut in ptsccs wfter? a monrantsrif eemitiOK 0£ Mmcl wfS hmt Injtw words 
or notes. Avoid, if possible, taking breath in the middle of a word, or Between two words 

^ mere H Us naeimary Out sa Ifd. 1} te talw kaift Mwmb tw<» irastatCi 
the tfane f^triioiBgwo asBSt hv tidiiw ftoor tiie ^mf of wenoter wwnt jprvwiRrtiie'brall^ i 
from the beginning of the note which /o22(>uf« it. 



tmd yww$ m q/Mvct vtBi during whiek to take hreath, — thui : 



' Umjbnt Bat « ipaver, 



$ 



V- 



fte. 



The place for taking breath is occasionally marked, in the following exercises^ by the 

BlgUy^ 

17bs, ltd 9 can Be sung in eanoii Byfirmtny tHe cUu$ int& two ifviifoKr^— lA« ^d Mvitton deghnittg 
at A when the lit reaches B, This should not be al i uiufte< l 10 ttr tMsvlBar tefe )mmt iwm wsi ^ f wmg 
in unison. 



^^^^ 



i'^iil^iii^UniUi^i 



# # • • 
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e 3 
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UNISONS AND SECONDS. 
B 



[Chap. XIL 



No. 2.^ 



^^ 



q I J r 3ifai± 



4 r 



TTnr 



o • 



^ 



oi i» r 



inF^? 



^S 



O • 



iia 



o # 



No. 3.^ 



V^ 



"JiUiJJ iJJ 



* 



3 



i 



JJ i JJiiU 



-F-- 



i 



3:5 



No. 4. 



^U'/J i J^oi i .^rj 



13: Jit 



^ 



o*--* 



6 



s 



£01 



^^ 



ifc^ 



1X2 



O ' # 



69. A slur /^^ [w* ^o«. 6 anrf 7] shows that the notes over or under 
which it is placed are to be sung very smoothly ; and, generally, that they 
are to be vocalized — i. e., sung to one syllable. When two notes only are 
slurred (as in No. 5), a stress should be laid on. the first, and the second 
should be. left off a moment before the expiration of the beat due to it. 

The teacher will vocalize a few hart of No, 5. 

Where there are no words, the name of the first note to be Tocahzed is to be carried en 
to all the others orer or under the same slur. 

Nos, 6 and 7 may be Tocalized nfler they have been solfaed 



I 



No. 5. Ma*, I r ; 



yj. \ rd 



il=E: 



^ 



'«*. 10.) 



|j r , [L^ r cg^ 
^ r J|J r ,^ ^ 



r~T f r O p 



^^ 



f=:^ 



CflXp. Xll,^ 



"•'■ f'' ^Jjj 



UNISONS AND SECONDS. 
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m 



^m 



i 



No.7.|^^ 



g^j!^ 



UJ^U/ i oL^ 



r-Hf 



^S 



1=2 



I 



^ 



f2 



TTi 



E 



i^iff 



^ 



^ 



13 



J 



B / 



No. 8. YMf^ 



U ' /J i J^J 



3Z2 



;J£id 



if^ 



!3:5 



P 



^m 



J2 i»_ 



70. J I is a ir^« reBt xse^ No. 9.] A hreve is twice as long as a 

semibreve (/. e. a half breve) ; consequently a hreve rest will last during 
two bars of C time. It is usual to place a number over a rest of more 
than one bar, to indicate more plainly during how many bars we are to 
cease singing. Kests of more than one bar should be counted thus : — 

One^ two, three, four, I Two^ two, three, foui*, I &c. 

i V^ B 



$ 



No. 9. 2^ 



(s». n.) 



^^ 



3t± 



SJL 



liM 



-&^ 



JZL 



/f Q p f r-!r= ■ p a i 1- \\r 


'& \ r 'M 1 ir r ^r ^ e^M J Ji 



p 



»=ot 



JX^TJT^U g 



S2 



mnsos^s and seconds. 



[Ciup.XIZ. 



71. Two dots placed hefore a bar [•••JVo.io] show that the whole, or 
soma portion of the £3Pegomg musics is to be repeated; the place from 
which the jrmeti1io& k niade bemg SEiarked by fiomilair ilots, gaierally 
placed immeoiatdy after a preceding bar. When the rcfpeat is from the 
beginning of the piece^, such dots are not necessary. 



ffM. 1% 11^ 4m# IS con lir iMV 

mth No. 89. 



wtA ^41. 6K,$e,aiiJ87« {5^0^.28. JSSaaOi.) 



I 



No.m^ffi 



^^ 



#-#- 



m=m 



m 



r • • g 



^^ 



±=^ 



wuiih.m. 




JNIJJ^ I ^ 



'^ ■ 4 ^ 



IF»kJ«;>.«7. 



K» 13. 



l^'Ji-JJU 



w-y 



i 



^ig 



J2 i»_ 



EXAMINATION ON CHAPTEB XH. 

65. How It « wiisQii jpciidiieed? 66. When sescnH voices 4Dg the jum» paasi^e, liow4ure they said to 
iing? 67. Is m miiison sn iaternA? Why not? 68. What rdatfTe ]K>sHioii8 have two notes a second 
Apart? What is the second aboTe J)ot above Mit below 8i, &c.? 60. What is the use of a slur? What 
effect has a slur on two notes ? What is vocalizing ^ 70. During how many bars of common time does a 
breve rest last ? What is meant by a number («. g-i 2 or 8,) placed over a rest occu|»yiDg an entire bar ? 
Bdat M jDSSt of six tei. 7L How is a jse|ieat InarJced? How is the flaoe whence the sepeat Is to be made, 
fBMWB f Wlwii iflieve aie ad ^Mfctt 4iiitp> ^uui fbosc which iwiiic tb6 m^al^ how WNb of the tefj^vHi^ nuisiit iv 
10 lie nipMtevT 



ss 



€HAPT£S XIEL 



Words which relate to Pace, Style, and Intensity* 
UnisoBfi and Secondsi eonlinmed. 



Prepare Largo Sheets 6 ftnd 12. 



t2. The fm^ at ividch a piece of maaic (ot any particular poition df 
It) is to be performed, ia expx<essed by certain Itdian iroids. Hiem 
words do not «ffi3ct the mcoeiit t^*, generally, the smmber of beats in a 
bar. 

73. There esiefim p f laeip al words used for this purpose, from which 
various others are derived j all serving to express different degrees d 
movement, from the slowest to the quickest, une of tihese five words is 
often joined to another, relatuig to the style ot manner in which a piece 
of music is to be performed. 

In ^efira eotonm ot/^. 40 iliese fire ^prliMStpaP ^mftif^ «re dwim and explained; in the 
8 e^§ m i e e li i wa liw e e dewwL fii— h aai j ei a e d ie the i a . Hie M e^ F e ^ c at ei q iwieed 1^ ee di fn ^ n * 
cipal word is somewhat quicker tlian tliat expressed by the one aboTe it. The words in itaUee 
(in the second 4)elmnn) are seldom «sed but in ooonezion with oas of those in the laiger igpe^ 
as AiMNMiifo i^ytisvoiOy AUefrM> wf^detoio^ ac« 

It will he sufficient for the present, thai the close studf on^ the first eobtmns li t ^ e a m i^ihf n fi t mi 
to, from time to time^ infiOure lessons. 



VjAiicI|iifl yt ufto. 



LASW>, or ZSNTO9 c* ifEAVXi 
very slow voA sotenm. 



ADAGIO: 
slow, and with expression. 

ANDANTE^ 
at a moderate pace; 



AZJLSaMOt 

quick and cheei-fbl^ 



t 



PRESTO: 
very quick. 



IfbrOl dirtv»AllMi&, « ued to qfltiiiy» tiioM In Ito tx« ootkm^ 



Ljmhmtto: not so slov as Lagjfo. 



AiofjNTnmi somewliat mote slow tban Jindafifs. 
-— ^ maeetoeo (tnajestlc). 

prastoeo (graceful). 

con inofo <wit3i Impulscj). 

AwntMfTOi ^ AiLrto,i tkot so qiA6k sa jBkgro. 
> " • ■ ■ tnoderato (moderate). 
— ' ■ gUiOo (exacts mark^). 

MXtarUe, or con brto (yriiti 1[>rilllattqr). 

■ ' opij^alo (with BMOtitm). 

vtvac6 <«inNiieas)» 

PtLBSTttsnio: as quick as possible* 



24 WORDS WHICH RELATE TO PACE, STYLE, AND INTENSITY, [^dap. XIIL 

74. The word accelerando (accelerating) is used to express a gradual 
increase of velocity in performance, and the word rallentando (slackening), 
or ritardando (retarding), the reverse effect. A sudden change of time is 
often expressed by prefixing the word piii (more) to any of the principal 
words indicating movement, as piu lento^ piu allegro^ &c. . 

75. Certain otter Italian words are used to express the intensity 
(loudness or softness) of particular passages or single notes. Such words 
are usually abbreviated, iseejig, 4i.] 



Fig. 4.1 



Piano, or p., soft. 
Ptanisnmo, or pp., very soft. 

Crescendo, or Ores., or — =:i 
increasing in loudness. 



Forte, or /., loud. 

Fortissimo, or^., very loud. 

Deerescendo, or Decree. ) ^ . 

Diminuendo, or Dim. J ^^ ' 

decreasing in loudness. 



3£ezzo forte, or mf., rather loud (literally middling loud). 



pp. Cres. ff. Dim. pp. 
SforjaUo, or sf., forced (generally applied to single notes only). 



76. A y^rj gradual increase or decrease of velocity or of loudness is 
expressed by adding to acceW' or rall% cres. or dim.j tne words a poco a 
poco (by degrees.) 

No. 13 is a Song In tvoo parts ; it contains no interval greater tban a second, nor any note 
shorter than a crotcJut. The first bar being incomplete, the '* right* beat must be made as the 
first note is sung, the first down beat being made at the beginning of the first complete bar. 

7^ following directions apply equally to all the songs in this work as to No. 13. Jt will he understood 
that, in the first instance, each part is to be studied by itself, and treated as a separate exercise. 

IsL The notes are to he read* in time. 

find. touched on the hand and solfaed.^ 

Srd, ■ solfaedfrom the copy, 

^h. -^— — — sung, with attention to the marks of expression.^ 

When each separate part has been practised thus, the two can he tried together. ShouUt tnts attempt be 
Uhsueces^fiU, a repetition ojithad better be postponed till qfler the next interval has been studied. 



* While reading or solfaing from the copj, the pupils should always beat time ; but in singing, the beating 
ulay be discontinued. 

♦ Preparatory to this, the pupils wiU soffa the tonic (Do), and the triad (Do, Mi, Sol); pausing on t/ie 
9bte which begins the pari they are about to attempt. 

t For explanations of these, reference must be made to the present chapter. 



Chap. XIII.] 
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No. 13. [Ik Two Pabts.] 
Words from " Original Poems." 
ANDANTE. ^ 



SONG. 



Music by John Hullah. 



1st 
Part 

(SA. 12.) 

2nd 
Part. 



i 



• • 



1 From 

2 Small 



his low and gras - sy bed, See the warb-ling lark a. 
his gifts com -pared with mine, Poor my thanks with his com- 



tJ 1 From 
2 Small 



* m 



his low and gras - sy bed, See the warb-ling lark a- 
his gifts com -pared with mine. Poor my thanks with his com- 



i 



3 



rise! 
pared: 



By his 
Yet I 



grate • ful wish • es led. Through the clear bright mom - ing 
have a soul di - vine; An - gels* gifts with me are 



i 



i 



"his 



rise! 
pared: 



By 

Yet 



grate - ful wish - es led. Through the clear bright mom - ing 
have a son] di • Tine; An - gels' gifts with me are 



i 



Ores 



een - - - 






DvuK 



ifai 



i 



skies ! Songs of 
shaied! Wake, my 

Crea - 



thanks and praise he pours, 
soul, to praise as • pire! 



Fill - ing 
Bea - son. 



all 
all 



- - CCTl 



S- 



the arch of 
thy pow'rs ac • 

•-^ Dim, 



zn 



i 



skies ! Songs of 
shared! Wake, my 

Cre8 - 



thanks and praise he pours. Fill - ing all the arch of 
soul, to praise as - pire ! Bea • son, all thy powers ac - 

- - do.\ 



cen 



TTT 



^ 



St 

he high 



3ZS 



i 



space; Sing -ing 
cord! Help to 

Crea - 



as he high-er soars, Towards the throne of heav'n-ly 
tune this trem-bling lyre. That would glad - ly praise the 



grace. 
Lord! 



cen - - • do,^ 



S- 



X3 



I the 



space; Sing- ing 
cord! Help to 



as he high-er soars, Towards Uie throne of heav'n-ly grace, 

tune this trem-bling lyre, That would glad - ly praise the Lord ! . 



EXAMINATION ON CHAPTER XIH. 

72. How is the pace expressed at which a piece of music is to be performed ? 73. Bepeat the five principal 
words used for this purpose. What is the literal meaning of the word Andante # Is a piece of music, so 
marked, to be very ftist or very slow ? What is the meaning of Pre9to t Is there a word that implies a more* 
ment quicker than Andante^ but not so quick as Presto t What is meant by the word Adagio t Are there any 
other words that have the same musical meaning as Largo f 74. What is meant by accelerando f What by 
rallentandof Do these words imply a sudden, or a gradual, change of time ? How is a sudden change of time 
implied? 79. What is the meaning of the word piano t — of the 'word forte t What word is used to express a 
gradual increase of loudness ? How is it abbreviated ? Can it be expressed in any other way ? What is the 
meaning of decrescendo f Is there any other word to express the same effect ? What are the abbreviations of 
decrescendo and diminuendo t Can they be expressed in any other way ? What does a single p mean ? What 
do two mean, thus, pp t What is meant by a single /; What is meant by two, thus, fff What is meant by 
^orzato f How is it abbreviated ? 76. How is a gradual increase or decrease in loudness expressed ? 



CHAPTER XIV. 
Thirds. 

JTNlQMillB IJUg^ JslLCOtB 7y o^ I<fi(^ flSln Xv* 






i 



33: 



o|.,ZU<o 



3zr 



>o ' o ^ ^^ o 



77, A note -wluek staaads on iSs& posititm of tlje stave neaft hit ^m to 
another, is tihe ticr^ above or be^ow it; and the two aotes, as they include 
three positions, aro said to form the interwd of a third. 

1%. Two notes a &iid apart <KXM^jr mmbtr fmti(m9 on ^ jstov^-^ 
1. ei^ th^ ioA stand on imes^ or I^^A on tpacei; ^ g*, /SW stands upon e 
Z^w«, &* and Mi (the thirds above and below it) on nnes also. 



Xoncli 'On 'iho znhmI ^sim 



WwfKj bVCO m vlB vCBTO 9K X^ WOHL vlB lantV flOOFB? 



fbW «(oM Do f« Mi; Ae tfctri ah^oe Be m Fa,** <m4 «o on l» <Ae tfft. Soin AsMnNftn^ «*lft« fMrl 
ImSow le it Si," dfo. ^. f%ts ^rae, titefoOawing prefmfdorf iBxereitet itiUke immhtd <m Ae lb«ril ani 
wlfaed. See direcUons reepectinjf the uikons and secondi (Ghe^» XI 1.) 



■♦ • i»- * ♦' ^ ' 



:3s: 



-torn. 



3ZZ 



' ^ % »j»fc 



i^*^*;i.-'^*J»*» » ^ ^" '" ""' 



z ace. 

-4dJD0 



mnsRorffltfl fob ihe pbaotice dv !cbib]>& 

trm 2Vb. 104. 



iSk. 18.) 



^^ 



No- !*• // M^ I r 



^ 



3ZZ 



i 



± 



• Ti J 



■*<:=? 



E f r M 



p * > 



=^ 









F 1^ C3 | 



s 



^ 



-^&^- 



:szt 



J ' oiLi ' J''i 



ii 



Coat. !2tiY.j 
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With No. 102. 
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THIRDS. 



[Chap. XIV 



In a bar of C tirao, tho second accent falls generally on the third beat. [See chap. FIT.] 
In almost every bar of No. 20, the second accent falls on the secmid beat, causing thereby a 
syncopation. [8ee also Nos, 41, 62, &c.] 

79. A syncopation is a false accent, produced by prolonging a note 
begun on an wyzaccented part of a bar, to an accented part. 

The teacher will beat and solfa a few bars of No, 20. 
The mark :>• Iseefig, 41] renders a syncopation more forcible. 
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EXAMINATION ON CHAPTER XIV. 

77. When is a note said to be a third abore or below another ? How many notes Can be placed between 
two notes a third apart ? 78. What is meant by notes standing on similar positions of the stave ? Do two 
fiotes a third apart occnpy similar or dissimilar positions ? What note is a third above Do f — a third below 
Do f &c. &c. 79. Define a syncopation. Where does the second accent in a bar of common time usually 
foil 4 ^bere does it fall when the bar contains a syncopation? How is it implied that additional force is to b» 
a syncopation? 
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CHAPTER XV. 
Time Table* Quavers. Thirds, continued. 

Prepare Large Sheets 7 and 15. 

Fig. 43 18 a table of the comparatiTe ralaeg of all the notes and rests in Common use. 

80. Quavers, semiquavers, and demisemiquavers are sometimesr 
ffrauped or joined together; rests are never grouped. [flr«/^.48j 

Fig. 48. 
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Pronounce soYeral times in succession, and at 
equal intorvals of time, the syllables 

Do, Re, Mi, Fa, Sol, La, 8%, Do. 

[To he done,'\ 

Make four beats at equal intervals of time, nam- 
kig tuH) of the syllables above to each beat. 

The teacher wiU give an example. 

Each of these successions of four beats 
forms a bar of common time ; each number ^. ^^ 
or syllable pronounced being a qxMver. 
[See fig, 45.J 



Mi, Fa. 



Fig,U, 




Si, Do, 



Sol, La, 



Do, Me.' 



^^<'' j^ i^ ^ 
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QUAVERS. 



[Chap. XV 



81. In C time two quavers are perfonned to each beat} i. e., in the 
time of one crotchet. 



EXEBOISES FOR tHB WtlOIKW OF QUAVEBS. 
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No. 34 (ft Song in two parts) contains no interval frtfttw tiMMk • ijUv«t imk »y note 
shorter than a erotehet. Like No. 13, it begins with the right beat. 

82. A pm»tfO^(-8f««*e&tf*iioiira/jsr*. 84,) implies t^^ below it if 

Id asr long mb the singer pleases. 



Chap. XV.] 



THIRDS. 
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No. 34. [la Two Pmti.] 
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Words by Db. Walcox. 
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l8t 

Part. 
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2 Doubt not, lit - tlettaoaghthoa be. Bat rn etst a emmb to tbee; Well re- 
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Are rests ever grouped ? 61. How many qnavers ean be performed to one beat in common time ? How many 
ina»eiifiiiolaar M%m aa«y pownw aaa^ wo siagin the timo U %. mjaim ? WkaA-lbcBfr ef netai^tiRoeafr 
loa9a»»«Bawr?fte.fo. 83. Desoriboopaaso^ Whakxsthooaoofii? fte. BoataBdioefto&baFeontato- 
ing three eroteheta and two qnavera, ealEng the notes Do, Be^ &e. ^To he done^ and nimitmr bars ad lib.) 
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CHAPTER XVI. 
Fourths— Perfect and Pluperfect. 

Prtjpan Large Sheeta 8, 17, and 18. 
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83. A note which stands on the position of the stave next hut two to 
another, is the fourth above or below it; and the two notes, as they 
include /wr positions, are said to form the interval of o, fourth. 

84. Two notes a fourth apart occupy dissimilar positions on the 
stave; e. g., Sol stands on a line^ and I)o (its fourth) on a space^ 

Touch on the hand and name each note of the Bcalei and the fourth aboTC and below it. 
To he done. See directions for the Thirdi in Chap. XIV. 

85. One of the fourths in the diatonic scale is larger hy a semitone 
than any of the others. 

Between Do and Fa there are two tones (Do — Re and Re — Mi) and a semitone (Mi — Fa.) 
And so between Re and Sol, Mi and La, Sol and Do, La and Re, and Si and 1ft. But 
between Fa and Si there are three tones^ Fa — Sol, Sol — La, and La — Si 



86. The fourth between Fa and Si is called a tritone, or pluperfect 
fourth, the other six fourths heing perfect fourths. ' 

The fourth above the 4th sound of the scale is the tritone, or pluperfect fourth. 

The difference in effect, between the pluperfect fourth and the others, will be apparent to 
the least cultivated ear. 

The teacher will 9o\fa the fourths in fig. 46 

The teacher will touch on his hand and solfa the following or any similar passages o/ fourths ; the 
pupils imitating. 
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Chap. XVI.] 



FOURTHS. 



EXERCISES FOR THE PRACTICE OF FOURTHS. 



No$.S&toUemmhe MMmgim eomMmmium artfik Mt. 81 fo 00^ (Sixtki, Ckmp. XX/.) See 
directUmB over Mdb exereue. Aot. 85 amd 87 a^ he ToealiMd me weil mt <o(/SwA {Pmr, 80.) 
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With No, 88. 
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CHAPTER XVn. 
Quavers. Fourths, continued, 

Pngart Lug* Shetts 19 and SO. 
BXSRCISE8 70B THE FBACTICE 07 QUAVEBl^ CONTINUED 
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FOVBTHS. 



[Chap.XVU 



In No. 55 (a Song in two part8)» which contiuns no interval greater than a fourth^ dotted 
mimm$ aro introdaoed. The first heat is an tip heat. 

« When notes are called *J)o, Be, &o.' in reading, the word < dafAovid not he used.'' (Par. 51,^ 



No. 55. [Ix Two Pabts.] 
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SONG. 



Kwio by Jo«v HvuAB^ 
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1 I thank Um good* nest and the graea That on nj birth hare 
a I was not bora as thou - sands an, Wheit God was nsT - er 
9 Mj Ood, I thank Thee, who hast plann*d A bet - ter lot for 



1 I Ihank the good-ness and the graef 
a I was not bom as thou - sands are, 
8 H^ Ood| I thank Thee, who bast plann'd 



md the graef That on my 
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known ; 



And made me in these Chris - tian days, A hap - py En <• glish 
And taoght to pray a use • less prayer To blocks of wood and 
And plaeed me In this hap - py land. Where I inay hear of 
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neT - er known; And taught to pray a nse - less prayer To blocks of 

lot for me; And plaeed me In this hap • py land, Wher* I may 
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stone. 
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And msde me in these Chris, tian days, A hap • py En - glish child. 
And taught to pray a nse • less prayer To blocks of wood and stone. 
And placed me in this hap - py land. Where I may hear of Thee, 
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En-glish child. And mkde 
wood and stone. h^xA taught to 
hear of Theo, And placed me 



in these Chris-tian days, A hap • py En-glish child. 

pray % nse - less prayer To blocks of wood and stone. 

14 this hap ^ py l«nd, Where I way hear of Thee. 



EXAMINATION ON CHAPTERS XVI. AND XVII, 

84. Do two notes a fourth apart occupy similar or disdmlhr positions of the staTC f What is the fourth 

above Do^ below Do I &o. 89. Are all the fourths of the scale ibrmed of the same number of tones and 

semitones ? 86. How many kinds of fourth are there In the scale ? How are they called ? What tones 

— •«mitones does the perfect fourth. contain ? What the pluperfect fourth ? How many plQperfect fourths does 

lie contain ? Between what notes is it found ? Beat and recite a bar containing two eroteheta and fcur 

-. calling the notes Do, Be^ &c^ {JTo ht done, and similar ban, ad infin ) 
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CHAPTER XVm. 
Fifths— Perfect and Imperfect. 

Pnpmt Large Sheets 8, 21, 22. 
Fif. 47. 
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87. A note standing on the position of the stave next but ikree to 
another, is the fifth above or below it; and the two notes, as they include 
five positions, are said to form the interval of b» fifth. 

88. Two notes a fifth apart occupy similar positions on the stave; 
e. g., Sol stands on a linej and Rej its fifth, on a line (the next but one) 



Touch on the hand and name each note of the scale, and iheJi/Ui abore and below it. 
[7o ht don€.'] 

89. As there is one four A in the scale larger by a semitone than the 
other (perfect^ fourths, so is there one fifths smaller by a semitone than 
the other {perfect) fifths. 

Between Do and 861 there are fAree tones and ona semitone; and so of all the other fifths, 
excepting that between 8% and Fa^ which contains only two tones, and two semitones. 
(8t9fig. 44.) 

90. The fifth between Si and Fa is called an imperfect fifth, in 
contradistinction to the six oih^v perfect fifths. 

The difference in effect between the perfect and the imperfect fifth is as obrioUs as that 
between the perfect and the pluperfect /<ncr</k. 

The <m€ imperfect fifth lies between the notes Si and Fat thd cm pluperfect fburth lids 
between notes of the same name^ Fa and 8i* iSe* Par, 8ft.] 

91. When the lower note of an interval is placed an octave higher^ oi 
the higher note an octave lower j the interval is said to be inverted. 

92. A fourth, on inversion, becomes a fifth; and, moreover, a 
p/iiperfect fourth becomes an mperfect fifth. 
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PUPIRB. 



LChap. xvni. 



The teacher will touch on his hand and iol/a the following, or any nmHar passages of fifths; the class 
imitating. 
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EXERCISES FOR THE PRACTICE OF FIFTHS. 

ifos, be fo 09 caii U Mkg \n ct^hxhtXXoh ^mh Jffos. 128 to 132 (Octai^ei, pnd|. XXy,\ Bi9 ilnH 
iions over ekch exercUe* Nos, 50 and 58 may he Tooilixed as well te Se^a^JU [JWi 60»] 
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With No. 124. 
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Chap. XVm.J 



With No, J30. 
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CHAPTER XIX. 
Dotted Crotchets. Fifths, continued. 

Fr^pure Large Sheets 23 and 24. 

98. " A dot after a note prolongs it one-half." [Par. io.j 
A dotted crotchet is equal to three quavers - - * J . "^ J J J 

** When notes are called * Do, &c.' in readmg, the word * dot' should no be used.'' (-Pof . 51.) 
EXERCISES FOR THE PRACTICE OP DOTTED CROTCHETS. 
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In No. 75, a Song in two parts, containing no interral greater than a fifth, ^ptaven and 
* mMnM are introduced. 



XIX.] 

No. 75. [Ik Two Pabis.] 
ALLEGRETTO. 



FIFTHS. 
SONG. 



iBt 

Part. 



(5». 24.) 



2nd 
Part. 



^^ «n.r HAmA VitliAw aVkI I** 



m 



41 

Uari« bx JoH> HoLLAB. 
/Dim. 



nn as he Bmks to 



i 



fl{^ Come billier and let ai be • - b<dd Tbe eoii as he aiZke to bis 
The siu that thone bright ell the day, Is now gone qoite oat of our 



E 



Como hither and 

The aim that shone bright all the 



nd let as be • • hold The aan as he ailks to his 



hold 
day. 



The aan as 

Is now gone quite oat of our 



i 



:V /-Ww. 



^ 



^?^-r-. 



i 



7=^ 



5 



rest, The doods tipt with crimaoa and gold Are spreading aJ o - Ter the 

sight ; And we must now hast - en a - - way, For soon 'twill be darkness and 



i 



V^ Crea. 



?S=?V 



Y fDim. 



rest, The clouds tipt with crimson with crimson and gold; Are spreading all o - yer the 
sight; And we mast now hast - en, now hast - en a - • way. For soon 'twill be darkness and 

j£J. , — .^-iw^ ^ 



P 



s 



■— #^ 



33 



S 



west: Let us go to the top of the hill, And watch them oome sweeping a- 
night. Oh then like the bright set - ting sun. May we to our du - - ty at- 



i 



■<^ 



^ 



^m 



i 



-r-# 



i 



West: £et OS go to the (Op of the hm; And watch them come sweeping a- 

night. Oh then like the bright set -ting sun. May we to out da--ty at-^ 

W 



^ 



^ 



S n I I II 



f 



s 



-©^-^ 



¥=« 



long r AH nature is lonely and still, And the birds have all ended their song, 
tend; Then think oa a day well be -«> gun, And oheer-ful-ly welcome the end. 



p 



y^ Dvm, 



V 



fv=K 



IS lone-Iy and still. And the bfrds hRTe all end • ed their aong. 



long; All na-ture is lone-ly, is lone-ly and still. And the bfrds haTc all end • ed their aong. 
tend; Then think on a day, on a day well be - - gon. And cheer- ftil-ly welcome the end. 



EXAMINATIOK ON CHAPTEBS XVIII. AND XIX. 

88. Do two notes a fifth apart occupy similar or dissimilar positions on the stave ? What is the fifth ahoto 
Do f below Dot See, . 80. How are the two kinds of fifths called ? What tones and semitones does the perfect 
fifth contain ? What the imperfect ? How many imperfect fifths does the scale contain ? 00. Between what 
notes is it found ? 91. What is meant by the inTorsion of an interval ? 02. What does the fourth become 
on inversion ? Of what particular fourth is the imperfect fifth the inversion? 03. To how many quavers is a 
dotted crotchet equal ? Beat and recite a bar eontaining ft dotted erotehet, ft quaver, and two erotchets {and 
fimildr ban ad infinJ) 



CHAPTER XX. 
Fifths, continued. Exercises in Two Parts* 

Prppan Laigo Sheeti 25 and 26. 



No. re* 



(Sk.95,) 
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^^ 
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^ 
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■^ 



)jMJ cJlji'-ll i 



i^ 
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-Nc* 



If o. 77. 



tUepetitUm of 
2Vb. 57.] 



No. '' 
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JM'i i iJi'' 
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Chap. XX.] 
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No. 78. (^Sh. 26.) 



TEepeWion of 

2^0.60, 

in Canon.^ 



J'U^i°'J 



S 



<^ 



lOi 



HZ 



^^ 



p 



^ 



^^=t 



3 






S=« 



ex 



ri 



E 



t 



P 



^ 



S 



JU'''4'iU 



■ts 



i 



^ 



rs 
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i J i 'jJ i jJii^j^ i 



Ko.79. 



ill VanonJi 



P 



^^ 



J 
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±^ 
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/•i-^i^j' 



J 



TT7 



S^ 



S 



i 
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3 



J U ^4 J- 
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No. 80. 






»j.jjiJj^ i j'lJ i r:)ri''°ir i ^^" ^ 
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■ " . I ' 1^ t 1 r ' ' 1 I a ' \P \ ^ _ 



f^F^ffl 



JlfcJr-lJ^ jjij Jlj^J ||jr-|| 



r r « if C3zp 
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CHAPTER XXI. 



Sixths. 



$ 



PrtpiMt Large ShaefB 8, 27i 17, 28, 18. 

Fig. 50. 



znz 



jQ. 



T^ri: 



xx 



2ZE 



■^ 



XX 



■cr 



94. A note standing on the position of the stave next but four to 
another, is the sixth above or below it; and the two notes, as they include 
Hx positions, are said to form the interval of a sixth. 

95. Two notes a sixth apart occupy dissimilar positions on the stave : 
e.g. Sol stands on a line^ and Mi (its sixth) on a qpMe. 

Touch on tho hand and name each note of the scale and the sixth abore and below it. 

To be done. 



96. A third, on inversion^ becomes a sixth. 

Fig, 61 



'■ i 



jo: 



Third. 



Sixth. 



The ieather wUl touch on Ms hand and tolfa thefolhwingt or any iimiiar fossagei qftixths; the dasi 
imitating. 



i 



:&e. 



-fin 



■ ^i 



, ■ • ^ ^ Q I g ■ ftc. 



• ■ 






. to 
'Do. 



i 



■^* 



^ fl ,'"■ ■ 



-&e. 



TT-^ 



Q # # , • 



±iad 



Jl A. 



^ 



-• #- 



pSbc&c. 



. to 



i^" \ 



%!u. p 



^^ 



toX>0. 



In many of the following exercises the inyersion of interrals is turned to practical use : as 
in No. 83, where the ihxrd hthw can be substituted for the tixth above, if the latter note be 
beyond the compass of the roice. 

The remaining e»erei$es %n Part T, are printed in score t the upper part consisting qfthe intervah to 
*oMch the chapter is espedott^ Mvotedf the lover pari being a repetition nf some exercise^ a lroadg 
ctiseH. 
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No. 81. 

(Sk, 97.) 



^ TRepetitioH oj 
(S». IT.) 



EXEBOISES FOE THE PEACTIGE OF 8IXTH& 
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OwP * ^ 
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l ir I JTf I 1T^ 



3=X 



:^ 



fzx 
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^ 
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X3 



^ 0^1 -T- 



±=^ 



ir'Hr iir:^ 



±=^ 



f Uri^u^ i -ii^'^i^ i j^^'U^"' 



No. 83. 



XBepHUlon qf 

^0.88.] 
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(^ I r r 



i^^i'^j 
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■ I p 



^ I • 



s 



ff''UU^U^J^ 
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No. 83. 
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^ 

^ 
^ 
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<'L J r 
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=^^=^ 



• -Ot 



•4-N 



^pe 






■WH^ 



-Gt- 



I 



affi 



33: 



O)-^-!^ -r-p^ 



^^ 



jn°jn'^7R7i 



=P=rF 



u ^ f^ f 



r-iii^-! i 4^J-U 



t=: 



BixSi. 



"«S5" 
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^^ 



J. lj , y 



^ 



^^ 



Y. 



^-.■^. J 



if) f- ' i ^J.rJir jr J ' ^ j^j'^ ^p^ 



('ii'rr^r.Nr^^iJ.^j JIJJJ.JI4JJ. 



E = 
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8IXTH& 
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S^85, 
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^^ 



^ 



ifi'^^iiJ l U'^J 



J j l rrJ rM- 



^^ 



3 



H 



m 



fi I w 



# — H- 



^ 



-Gh 



^S 



£i 



J^i l N^J 



Ko.86. 
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^ife* 
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i i JrJ i r.n 



f^ 



^ 



iJ' JU^'J'^J 



i*J i i f i' jirJi'r i 'ii ^i' 'i 



^ 



t 



J"U^^U 



£-: 



:x2 



* . | - d 



^^ 



^ 



J^^i ' JiN'iy 



K*. 87. 
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XI 



^ 



^ 
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W=W 



^ 



^ 



6^^ 
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Z2 
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-P-* 



<^ l . '^ 



^■i^rJ i rN'i i jrJ j i j^j j i .^^4^ ^ 
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SIXTHS* 



No. 88. 



^^ 



m 



i 



f-1-* 



-* — • 






^Repetition of 
No. 89.] 



t^'J ' J^ 



^ 



^ 



J. 
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•r If nrin 
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am 
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f 
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r ^ I j 



J^'^i^^U 



±z=: 
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J ^i' -^ 1 4J'l ^^ 



No. 89. 



ri{«ptf<iito» oj 
No. 40.] 



ji 1 ^1 ii ji riiri i|- 

(jV'^r ^IJ J ,J I j J ,1 1 '' J ^ 




Gh^7. XXI.3 

Ko. 90. 



rjttepetition of 
No. 41.] 
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UJ^i'i J 



^m 



A r m r" *' r m m ' * r '■" ~r* "•~t'" " 


M). « r •/ ,■ r . i_ _,_.£.,»• _ r i" ^ t • i 


^■T:^ --f — ^--^ 1^— =^ r 1 ■* ■ 
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5 



^ 



J ' ^^i^'U 
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^ 



I t 



J ^'J. cj j.Hj ; 



^ 



NOS. 85, 86, ASU 87, REPEATED : IN OOMSmATION WITH SECONDS. 



BepetitioH of 
No. 85. 



IBepetition of 
No. 10.} 
(St. 11.) 
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^1 ■* 
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No. se. 
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^ 
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■ ■ g 



ifir''' i i i l Ur.ir' j ' i jJ^ij I 
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£==: 
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TJ-t 
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^^ 
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CHAPTER XXn. 
The Tie or Bind. Sixths, contmued. 

JVi|MM I«i|A Aealft T» 29^ Mi 3& 



97* A slur placed over or uttder two following notes of the same 
beoQc 



' mad fritck beoomflit a lii or hvni^ and lias the eroot of toning them 
into one note equal ia lengUi to the two ad^ toget)ier« 



^^^I^^pp^ 



F^ Oil lepmenU «v iDVid ef/wteitei if. SB^mmwemaSt d two batto ndahalf; 
%.M^awtmd«Caii0Uiilaa4i^UC 



Fig. 55 could be ezprossed by a mioiiiiy and flg. 56 by a dotted crotchet. Figs. 52, 69, 



The crotchets occupying the second beato in each bar of Nos. 91» 9% 97, and 99 could 
a a mallj be |irelenge4 by a 4oi; tatead «f a tiad foaferi aa alia eeoM the eraiphets on the 
liar* baala tf Sea, as aad 10i\ th^ dM b^l^iaaiBt A* ftfb^ 



Modern amstcians generally use the dot to prolong (by half) a note occupying an ocmiiM 
beat, and the titir to j^olong a note occupyina an unaccented boat. 

The second of two tied notes, being only a prolongation of the first, is not to be named in 



]c2 
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SIXTHS. 



[Chaf. xxn. 



SXEBOISES FOR THE PRACTICE OP TIED NOTES. 



No. 91 

iU, 29.: 



;-^^ 



EX 



r[f^ | JJJjj=l/- l l 



"-"• i l^^^jjjj. l JV^rf^^Cf^^.i^^^^T+r^ 



N.. »3.^B 
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5 



tf 



EE 






fM»y 



^JjJlli 
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Ef^ 



No. 94. 2^ 



f^M^::^^\^^:!^i^^:}fy'- 



No. 95. i?RH 



^^ 



o • 



^ 



#■ ■ w 






No. 96.2ffi 
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J** u" \jy*. y N u , "X":^yi 
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^^^ 



No. 97. ^ 
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ciLrirr-^'Lf|Jj;:jj.|j 



No. 98. 



(§' ^j37J ^ ^i^^ r TO ■! J J Jjj J J j^ 



Jr.. 99. 2ffi 
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^^^m 
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■v-/ ■ • ■ 



^ 



No. 100. 



^^^^^^^m 



In No. 101, a Song in two partAi containing no greater intenral than a tixth^ dotted erotcheU 
introduced. 



Cup..oJCILJ 



SIXTHS. 
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No. 101. 

Woiib from " Obioival Pobmi.' 
ANDANTINO. ^ 



SONG. 



Maiie by Johv Hcllah. 



Ist 
Pai-t. 



(5*. 30.) 



2nd 
Part. 



P 



V 



? 



X3 



p 



1 Down in a green and sha-dy bed, A mod -est Tio - let grew, Its 

2 Yet there it was con - tent to bloom, In mod - est tints ar - ray*d ; And 



9 I 



m 



i 



1 Down in a green and sha - dy bed, A mod - est yio • let grew ; Its 

2 Yet there it was eon -tent to Uoom, In mod -est tints ar - ray'd; And 



313 



? 



stalk 
there 



was 
dif 



bent, 
fased 



it hung its head. As if to 
a sweet per • ftime, "^th - in its 



hide 
si . 



firom 
lent 



Tiew. And 

shade. Then 



^ 



V 



^ 



if To hid< 



3 



i 



stalk was bent, It hung its head. As 
there dif • fused a sweet per - ftime, With • in 

y^ Cres. 



its 



hide 
si - 



from 
lent 



'View. And 
shade. Then 



i 



■ m 



? 



^rF- 



yet 
let 



yet 
let 



it was a love • ly flow'r. Its eo • lours bright and fiur; It 

me to the yal - ley go. This pret - ty flow'r to see; That 



J ' i * '' 



? 



was a love - ly flow'r. Its eo • lours bright 
to the Tal - ley go, This pret - ty flow'r 



to 



fair; It 

see; That 



i 



v 



i 
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i 



might have graced a ro - sy bower. In - stead of hid - ing there. 

I msy al - so learn to grow In sweet hu - mi - li • ty. 



seed a ro • sy bower, In • stead or hid - 

al - 86 learn to irrow In sweet hn • mi - 



Ol * 



might 
I 



haye 
may 



grow In sweet hn 



ing 
U 



there* 



EXAMINATION ON CHAPTERS XXI. AND XXII. 

94. What positions on the staye do two notes a sixth apart occupy? What is the sixth above Dot below 
Dot &o. 06. Of what interval is the sixth the invbrsion ? 07. What does a slur become when placed tiver 
or under two notes of the same name and pitch ? Beat and recite three tied semibreves ; a semibreve and a 
cAJtchet tied; two minims tied. How could this A»i effect be otherwise expressed? &c. &c. Teat snd recite 
a bar containing two crotchets, two quavers— the fb "it quaver tied to the second crotchet — and a erotebijt, (and 
iimilar bars ad infin.) 
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CHAPTER XXHL 
Sevenths. 

fripan Jatrgo Sheets $, SI, and 13, 32, and 14. 
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Iif.67. 
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JH. 
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XX 
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98. A note standing oa the portion of tlie stave nea^t hut Jive to 
another, is the aevmth aboye or below it; and the two notes, as they 
indude seven po«yitions, are said to form the interval of a seventli. 

99« Notes a seventh apart occupy simUar positions on the stave; i^* 
Sol stands on a line, and Pa (its seventh) on a line also. 

Touch on tho hand ftnd Mmo oteh noto of tbo Mile» snd tho seronUi sbore stid Mow it 

To he done. 



4OO. A second) on inversiMj beconuss a seventh* 



JFig.^B 



$ 



xy 



■xy 

ScT«oUu 



The teacher will touch on hie hand and soffk thejbthwing, or any similar paM$agc$ ^eevenihi* 






fte. 



" I . --L 



togg*> ¥g 



S«. 
to|l0 



Cur.XXnL 
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EXERCISES FOB THE PBACTICE OF SEVENTHB. 



No. 102. 
{Sk. ai.) 

TSepetUion of 
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Chap. XXIII . 



SEVENTHS. 



167 



- No. 106. 

(54. 32.) 



[JRepetiiion of 
No. 21.] 
(5A. 14.) 
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^''/'U^'jir 



{RepetitUm of 
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CHAPTER XXIT. 
Tied Notes. Sevenths, continued, 

Prtpmn Lwge Bb tttt 35 wid 84 
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[Chap. XXIV 



Mmie hj Johv Hullah. 
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1 How pleasunt it is, at the dose of the day, No fol - lies to have to re - 

2 In - stead of all this, if it must he eon - fest That I care-less and i - die have 
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1 HoTT pleasant it is, at the dose of the day, No fol- lies to liaye to re - 

2 In • stead of all this, if it must he con- fest That I care-less and i - die have 
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Bat re - fleet on the past and he « • hie to say, 

I lie down as n • snal, and go to my xes^ 
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pa - tience and care. And heen good and 4> • hli - ging and kind, 
trou - hie Tve liad, In fn-tiire 111 try to pre - Tent it; 
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pa - tience and care. And heen good, and o - hli - ging, and kind, 
tron- hie IVe had. In fu-tare 111 try to pre •> vent it; 
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lie on my pil - low, and sleep a - way there. With a hap • py and peace - a - hie 

never am wayward with • ont he - ing sad. Or gooid with-ont he • ing con • tent - ed. 
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lie on my pil -low, and sleep a • way there, With a hap-py and peace -a - hie m!nd4 
never «m wayward with - out he • ing sad. Or good with-ont he • ing con - tent - ed. 

lEXAlOKATIOK ON CHAPTERS XXIII. AND XXlV. 

90. HThit po^ipns in the steve do two notes a seventh apart ooenpy ? What is the seventh ahove Do f heloW 
fte. JOa Of what interval is the seventh the inversion ? Beat and recite a har containing a crotchet, « 
^ tad two 9YiavexB|; the flnit furer tied to the minim {and Hmiiar ban ad it\fin.) 
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CHAPTER XXV. 
Octaves* 

Prtpar§ Large SheeU 8, 36 and 21» 36 and 22. 

Fig. 69. 
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101. A note standing on the position of the steisrh next but six to 
another is the octave above or below it; and the two notes, as they in« 
elude eight positions, are said to form the interval of an eighth or octave* 

102. Notes an octave apart occapy dissimilar positions on the stave, 
and hear the same names: e.g.y Sol stands on a line^ and Sol (its octave) 
on a space. 

Toncli on tha hand and name eaeh note of the scal^ and iEe octaye abore and 1>eIoir ttf 

[To b€ done.'} 

103. A unison on inversion becomes an octave. 
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Octaire. 



The French call the octare the double of a floond. 



2%e teaser wiU touch on hU hand and w\fa the ^oUowing, or any iknUar patiage^ of oe$ave$ : th§ 
pupils imUaiing, 
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OCTATSS. 



[Chap. XXV. 



EXEBOISES FOB THB PBAOTICB OF OCTAVES. 
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CHAPTER XXVI. 
Quaver Rests. Octaves, continued. 

iVqNNW Laige Bheeti 7| 37, aod 38. 
EXEBOISES FOB THE PBAOTIOE OF QUAVER BESTS. 
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105. A rest which occupies the latter part of a beat cannot be named 
at all, in reading. 
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"^ fidloving Song contains no interral greater than an octare. 
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No. 137. [I» Two Pabw.] 
ALLEGRO, mf 



SONG. 



Ist 
Part 
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2nd 
Part. 
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Twinkle, twin-Ue, Ut - tie SUr, How I won-der what jon wtt Up a- 
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TwinUe^ twin-Ue, lU* da Star, How I won- a& what you int Uf a 
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Star, How I won-der what yon are! 
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Then joa ahow your tit -tie light, Twin^kle, twin-kle, all the 
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H#- shines np - on, Then yon show yonr ut - tie light. Twin-kle, tWin-Ue, all the 
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night. Then the trav-'ller in the dark Thanks yon for your ti - ny spark; He could not 
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night* Then the trar-'ller in thi dark Thanks yott for your ti - ny spark; He could not 
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OCTAVES. 
Ea ' Im ' tan - do. ^^ 



[Chap. XXVI. 
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see which way to go, If yon did not twinkle so. In the dark blue sky yon 
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see which way to go, If yon did not twin-kle so. In the dark blue sky you 
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keep, And of • ten through my eur- tains peep. For you nev-er shut your eye Till the 
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keep, And of - ten through my cur -tains peep, For yon nev-er shut your eye Till the 
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sun is in the sky. Twin Ue, twin- kle, lit • tie star, How I won-der what you 
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sun is in the sky, Twin-kle, twin-kle, lit • tie star, 
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How I won-der whatyoa 
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are! How I wonder what you are! How I won - der what you are! 
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are! How I won-der what you are! How I won der what yon are 



EXAMINATION ON CHAPTERS XXV. AND XXVI. 

102. What positions oil the ctAre do t^o notes an octane apart occupy? What is the octave aboTe Do^ 
helow Dof &c. 103. Of what is the octave the inversion f 104. Beat and recite a bar containing a quaver 
iwt and seven quavers ; — seven quavers and a quaver rest {and similar bars ad infin.) 
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CHAPTER XXVII. 
Recapitulatory Exercises. 

Prtpare Laiige Sheeto S9 and 40. 

Stfore rtaihif tmd totfain^ Kc. 188 the teacher witt point to varums (art, iewumding fini rf out 
jNfpi/, then o/tmothert what iniervmit they contetii, tatd, of the Fourthe and F\fth»^ whether they orepeT' 
Jeet or otherwise. 

No. 139 Uto U readf and tnag he eof/ked, hg the whole dan f Imnlteiieoan/y. The teaser ehemU 
otto select individaal (art, and make any one fapU^ or the whole chat, etcecnie them accordinyly. The 
ban in hoih exertitee are n umh er e dfor reference, 

EXERCISE FOB THE PRACTICE OF INTERVALS. 
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RECAPITULATORY EXfiRCISES. 



[Chap. XXYIL 



EXERCISE FOR THE PRACTICE OP READING IN TIME. 
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METHOD OF TEACHING SINGING. 



PART THE SECOND. 



CHAPTER XXVra. 



Sharps and Flats. 

Prepare Large Sheets 41 and 42. 

106. Between any two sounds a tone apart '^ an intermediate sound 
may be placed," whereby Ae tone is divided into two semitones. 



The ruled lines of fig. 63 represent the ncaural sounds of the 
scale of Do (as in fig. 1). The doUed lines represent the mter- 
mediate sounds, by which each tone is ^dirided into two semi- 
tones." 

It will be observed that there is no intermediate sound be- 
tween JUi and Fa; none between Si and Do : those sounds being 
naturally a semitone apart. 



107. A sound between two other sounds a tone 
apart takes the name sometimes of the sound below 
it, sometimes of the sound above it. In the one 
case it is called such a sound sharp; in the other, 
flat. 

Fa and Sol are a tone apart ; the sound between thorn will 
sometimes bo called Fa eharp, sometimes Sol flat. 



Fig, 68. 




Tlie teacJter will direct attention to the dotted line$ which stand for these or any other sharp orflai 
sounds; and then pointing to fig, 68, solfa the fi>Uowing and any similar paasageSf^the pvpils imitating. 



In iolfaing wo do not say Fa eharp^ &c., but simply Fa^ as with the natural note. 
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SHARPS AND FLATS. 



[Chap. XXVm. 



108. That a sharp sound is to be sung instead of a natural 
sound of the same name, is shown by placing a sharp (ft) before the 
note which represents it. So with the fiat (k). A natural ( ^ ) restores 
a sound before made sharp or flat to its origmal position. 

A sharp placed before Fa [tee fig, 64] bIiowb that Fa sharp is to be sung lostoad of Fa 
natural ; a ilat before 8% Ifig. 65], that Si fiat is to be sung instead of Si nahiral ; while a 
natural before Fa previously made sharp {Jig. 66], or Si preriously made flat \Jig, 67], shows 
that Fa natural, or Si natural is to be sung. 



Fig.^ 



JPt^. 66. 



Fig. 66. 



-prr^rr 



Fig. 67. 



bo do 



109« A sharp is said to raise a note a semitone; a flat to hwer it a 
semitone. A natural may do either the one or the other, icomparefigs.^^ and 67,] 

The positions of the altered notes on the hand are shown in fig. 68. A caution was given 
in an early lesson (Chap. Y.) to place the index finger on the middle joint of the fingers of 
the right hand. The necessity for this will now be seen ; inasmuch as the raote of the fingers 
are touched to indicate the thorp notes, and the UpB theyto notes. 

The teacher will direct attention to fig, 68, and touch (o» hi* own hand)t and name variout noteSf 
natural, ikarp, andfiatr^hept^ imitating. 



Ftg. 68. 
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EXAMINATION ON CHAPTER XXVIII. 

106. How is a tone divided into two Bemitcnes ? 107. How is the intermediate sound between Fa and Sol 
cidled? — ^between La and 8\t &o. 108. How is it indicated that a sharp or flat soand is to be snng instead 
of a natural sound ? Describe a sharp— a flat. What is the use of a natnral ? 109. What effect has a ahai^ 
on the note before whieh it is placed f What effect has a flat? Does a natural raise or lower a not* ? 



77 



CHAPTER XXIX. 
Essential Sharps and Flats. 

Prepan Large Sheet 42. 

110. Every musical passage is said to be in some particular scale. 

All the passages in Part the First of this work are in one seale-^the natural scale, of 
whidi the tonic is Do. 

The sounds of the scale of Do are separated by fire tones and two semitonesy wherefore 
it is called a diaiUmie scale; and those two semitones fall between the 3rd and 4thy and 
between the 7th and 8th soundsi wherefore it is said to be in (iW majcr nnode, [S€9 Ckttf, /.] 

111. Any sound may be used as a tonic, — a diatonic scale in the 
major mode can be formed on any sound whatever, by substituting 
certain sharp or flat sounds for as many natural sounds of the same 
name; for no major scale hut that of Do can he formed of natural sounds 
only. 

In fig. 69, which is a scale of natural notes beginning on jPo, two of the interrals are 
wrongly placed. Between the 3rd and 4th (La and 9%) there is a Ume^ and between the 
4th and 6th {Si and Do) a Mmttone. 



^ 



wy w. t\\ , . «-»=^3: 
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Fig. 70, a scale of natural notes beginning on Bol^ is equally faulty with fig. 69, but the 
faults are not in the same parts of the scale. Between the 6th and 7Ui {Mi and JFb) there is 
a Mmttone, and between the 7th and 8th {Fa and BoV) a font. 



i 
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Figs. 69 and 70, therefore, though diatonic scales, since they each contain fire tones and 
two semitones, are not in the mc^ mode, because some of those tones and semitones are 
misplaced. 

A similar experiment with any other natural sounds would be eren more unsuccessful ; for 
in a scale beginning on Be, on Mi, on La, or on Si, no less than four of the interrals would 
be misplaced. 

The alteration of one note in figs. 69 and 70 will make them into mijor scales; 



78 ESSENTIAL SHARPS AND FLATS. 

By substituting Si b for the Si t| in fig. 69, the 4th of the scale of Fa is lowend to a seini* 
tone aboYO the 3i^ (Za), and a tone below the 5th (Do ) 



Fiff, 



71. i) ,, o < ^ 

t7 8 T^ 



i 1 o — ^^ 



By snbstitating Fajt for the i^a b in fig. 70, the 7th of the scale of Sol is raised to a tone 
abore the 6th (ift), ana a semitone below the 8th (Sol.) 



i 



^-'^- a\ r. ±^ 
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The pupils wilt recite and (afterwards soffa the scales of Fa and of Sol (Jigs, 71 and 72), with tfu 
manual signs of the tone and semitone — the hand being closed on 8i P and on Fa {the ^th and Qth) in 
ascending, and on Mi and La (the 7th and 3rd) in descending the scale ofFtLt on Do and on Sol (the 
^h and 8th) in ascending, and on Faff and on Si (the 1th and 3rd) in detrending the scale of Sol. 

Altered notes shotdd be named expressly (Ih sharp, iSli* flat, &e.) in reeiHng^ a scale, but 
not in tinging it. 

112. Sharps or flats necessary to the formation of major scales are 
called eaaential sharps or flats. 

118. Essential sharps and flats are not placed immediately before the 
notes they affect, but at the beginning of the stave on which those notes 
are written^ after the clef. 

114. The sharps or flats thus placed at the head of the stave form 
what is called the signature of a piece, and they affect not only the 
particular notes on the same line or space with them, but their octaves. 

The signature of #v0ry major scale is exhibited in fig. 83. 



EXAMINATION ON CHAPTER XXIX. 

110. In what scale are all the passages in Part the First of this work ? By how many tones and semitones 
are the sounds of tlie scale of Do separated f What kind of scale is it called in consequence f Where do the 
two semitones fall in the scale of Do t In what mode is it said to be in consequence T 111. Must a scale of 
necessity begin on Do ^— is Do the only note that can be used as a tonic ? Can a scale of natural notes only, 
begin on any note besides Do f When a scale begins on Fa what note requires alteration t Why t When a 
scale begins on Sol what note requires alteration ? Why ? 112. What is meant by essential sharps or ilaU T 
113. Are essential sharps or flats placed immediately before the notes they affect? Where are they placed? 
Hi. What are they said to form ? What is the signature of the scale of Fa t^otSolt 
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CHAPTER XXX. 
Seconds, Major and Minor, 

Prtpwr* Large Sheets 42, 43, 53, and 54. 
Fig. 78. 
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Rt 18 the Mcond aboTo J9o, and J*a is tho uc&nd aboTO 1ft; but Do and 120 are a Umt 
aparti and Ifi ahd Fa a Mm{ftm« : consoquontly, there ia more than one kind of second. 

115. The second formed of a tone is called the major second, that 
formed of a semitone is called the minor second. 

In the scale of 2>o, the minor seconds fall between Mi and Jb, and between Si and Do. 

Th€ teacher will touch an hit hand and tolfa the foUowing or any similar pastaffet qf seconds : the 
ektss imiiattng. 
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116. A Solfeggio is a piece of music to be solfaed. 

No. 140 is the 2nd Part of a iSoIfeggio in three parts. The »maU notes are not to bo 
ig ; thej are cues, or fragments of another part, (No. 153.) Cues are often introduced 
during the rests ot one part, to show what is being sung in another. 



No* 140. [In TH.E. PABts.] SOLFEGGIO. 

With Nob. l&d and 160. 

ALL£GSO. 
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SECONDS^ MAJOR AND MINOB. 



[Chap. XXX. 



117. The word solo [«*# No.ux] means alone ; i.e.j that the other parts 
cease altogether, or become subordinate, during the bars so marked. 
The word tutti means aU ; i.e., that all the parts go on together. 



No. 141. [Ik Two Pabtb.] 
With No. 154. 

{ODERATO. 



SOLFEGGIO- 



WiLBBM. 



i 



"'U^uu^Nj; 



-F-f- 



±zE: 



^^ 



$ 



3 



^h 



3IE 



X2 



-^ 



XX 



i 



Sch. 



TuUL 



^ *<J i 



«^ 



331 



X2: 



-^ 



xx 



^m 



i 



3=C 



T~t 



t:^ 



^^-^-^ 



P 



J3 



3a 



311 



< y # 



< 7 m 



$ 



i Ji 1 



^7 



^ — # 



i 



iSofo. 



iTti^ 



3H 



33 



I 



fc:* 



^ 



*'ol * 



EClg 



23 



118. A major second becomes minor when its upper note is lowered 
(a semitone) by a flat, or its lower note raised by a sharp. A minor 
second becomes major when its upper note is raised by a sharp, or ita 
lower note depressed by a/af. 

SECONDS. 

Mqor. Minor. Major. Minor. Minor. Mijor. Minor. Major. 



I 
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119. In everp major scale will be found Jive major and <W7(? minor 
''x>nds: the latter being always between the 3rd and itiiy and between 
7th and 8th sounds. 



Chap. XXX.] 



SECONDS, MAJOR AND MINOB. 
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The Bignature 6f No. 142 ib <meJUU; it la therefore in the scale pf Fa. Of Fch the 3rd 
and 4th Bounds are La and iSib; the 7th and Sth^ Mi and Fa: between which the minor 
socondfl (or semitones) will fall. iBeefig. 75.] 



i 



^ 



Fig.n. 
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120. A Canon is a piece of music, in two or more jparfe, composed 
according to some rule. A Round is a species of Canon, each part of 
which is to be sung, successively, by each set of voices. 

No. 142 is a Bound in two parts. The first Toices haying sung to the end of the upper 
part (at 2)^ will proceed at once to the lower part (at 2) ; the second roices at the same 
instant be^nlng the upper part (at 1.) 

The afMf of a Canon is marked by a pause O which is not to be obserred tUl the end. 



B^are commencing No, 143, thi fuf%l» will form the tcaU of Fft 
Itith manual aigns ; taying^^ 

" Of the $cale o/Fa the Ut is Fa, the 2nd U Sol, the 9rd is La, 
the Uh is Si flat,** dc. 

Z%« teacher will then touch (on fig, 76) and soffa the following at 
any similar passages, — the pupils imitating. 



g> •■ 
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Fig. 76. 
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No, 142. [IH Two Pabts. J 
ANDANTINO. 



(Ai.M.) 






ROUND. 
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SECONDS, MAJOR AKD MINOR. 



i^Chaf. XXX* 



The signatore of No. 143 is ons iharp; it is iherofore in the scale of Sol, Of iSS^^i the 
3rd and 4ih sounds are 8i and Do; the 7th and 8th, J^a| and Sol: hetween which the minor 
seconds (or semitones) will fall. 

Fig. 77. 
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B^rtf commencing No. 143, <A« /wpt^ will form the scale of Sol 
with manual eigne; eaging — 

" Of the scale o/Sol, the 1st u Sol, the 2nd u Lsl,** ^c. 

The teacher wiU then touch (on fig. 78) and so\fa the following or 
any simUar passages, — the pupils imitating. 
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No. 143. [In Two Pabts.] 
ANDANTE. 



ROUND. 



HULLAB. 
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EXAMINATION ON CHAPTER XXX. 

Is tbere utaro than one land of second in the natural scale ? 115. How is the second formed of a tone 

cftUcd? How, the second formed of a semitone? Give an example of a miyor second; of a minor second. 

lie. What LB fL Solfeggio r How are the small notes in No. 140 called? What is the nse of them? 117- 

Whut is meani bf the word sohf What, by <tit<i I 118. How is a mijor second made minor? How is a 

minor lecotid mnde mftjor ? What is the m^jor second above Mi t the minor second above Xa t &e. 119. , Do 

th« minor icconda occnpy the same places in every migor scale ? By what notes are the minor seconds formed 

^ak of Fa f in the scale of Bolt 120. What is a Canon ? How is a Ronnd to be performed? In 

- iB No. 14S? What is the drd sound of the scale of Fat the 5th, the 2nd, &c. In what scale is 

What 15 the 2nd sound of the scale of Sol t the 7th, &o. 
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CHAPTER XXXI. 



Signatures of Major Scales. 

PnjKinr Lai^ge Sheeti 43 and 44. 

^Fomr sounds separated by two tones and a semitone fonn a Uirachord. A mijor scale 
eonslsts of two tetrachords." IPar. 56.] 

^'The 1st sound of the second tetrachord is called the dominani of the scale; and the 4th 
sound of the first tetrachord, the tubdominani/' IPar. 58.] 

In fig. 83, a Table of Signatures of Major Scales* erery tonic is the dominant of the scale 
next hel^ it; and, wee v&na^ the subdominant of the scale next above it Do is the dominant 
of Fof and the subdominant of Sol. 

121* When tlie dominant of one scale is made the tonic of another, 
the upper tetrachord of the former is identical with the lower tetrachord 
of the tatter; to complete which, a new (upper) tetrachord has to be foimed. 
This new tetrachord always requires a new sharps which new sharp is 
always placed before the 7th of the new scale. 

Fig, 79- 




Sol IB the dominant of Do, and {he ^i^fper tetrachord of Do is identical with {he hwer 
tetrachord of Sol. To complete the scale of Sol^ a new (upper) tetrachord is wanted, in 
forming which we sharpen J^o, which becomes the 7th of the scale of SoL [See fig, 79.] 

122. When the ^t^Mominant of one scale is made the tonic of another, 
the lower tetrachord of the former is identical with the upper tetrachord 
of the latter; to complete which, a new (lower) tetrachord has to be 
formed. To form this new tetrachord we must introduce an additional 
flat; which flat is always placed before the 4th of the new scale. 

Fig. 80. 




Fa is the stiMominant of Do, and the lower tetrachord of Do is identical with tne u^pp%r 
tetrachord of Fa. To complete the scale of Fa, a new (lower) tetrachord is wanted, in form- 
ing which we flatten Si, which becomes the 4th of the scale of Fa. [See fig. 80. 
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SIGNATURES OF MAJOR SCALES. 



[Chap. XXXL 



123. Thus, in a series of major scales, the tonics of which are a per- 
fect jif^i above each other^ each scale requires a sharp more than the one 
before it. 




Sol 18 ihe fifth aboTe Do, and requires one sharp ; 12« is the fifth abore Sol, and requires 
ft»i) sharps ; Xa is the fifth aboTO Ee, and requires three sharps, &c. Sec. [See fig. 81.] 

124. And in a series, the tonics of which are a perfect ^/(A below each 
other^ each scale requires aflat more than the one before it. 

Fig. 82. 




Fa is the fifth below Do, and requires oim flat ; £V b is the fifth below Fa, and requires 
two flats ; Jft b is the fifth below Si b> and requires three flats. [See fig. 82.] 

125. Moreover, in the ascending series, the sharps themselves will ap- 
pear a fifth above one another; and in the descending series the /ate will 

appear a fi/A below one another. IComparefigs. G1 and 82 wUh fig. 88.] 

In the eignatwree ieeefig, 83] erery alternate sharp (with one exception) is placed a fourth 
hdow, and every alternate flat a fowrth o^ova the one before it. This arrangement in no way 
yiolates the principles laid down in the preceding paragraphs ; for a fourth is the wwTW>n of 
a fifth, and vwe versa. The sharps and flats are so arranged to bring them within the limits 
of the stave. 

126. If there be one sharp in a signature it is always Faj^; i£ there 
be two, the second is always 2)o jL preceded by -Pa J; if there be three, 
the third is always /Sit?/ J, preceded by Faji and -O^jjl; — the greater 
number always including me less. [Bee fig. 88.] So with the floats ; if there 
be one, it is invariably Si\>] if there be two, the second is Mi b, pre- 
ceded by Si b, &c. 

127. The last sharp in a signature is always placed before the 7th of 
the scale; the last flut always before the 4th of the scale. Therefore the 
tonic is always to be found a minor second above the last sharp^ or a 
perfect fourth below the last flat 

For example, if the last sharp be £a fi the toniols 8%; if the last flat be La b the tonio 
isJfib. 



EXAMINATION ON CHAPTER XXXI. 

What relation have the tonics in the Table of Signatures {fig. 88) to one another? 1S6. If these be one 

sharp in a signature, to what note does it belong t-*if there be two ? &o. If there be one flat, to what note 

does it belong ?— if there be two ? &e. 137« To what note of the scale is the last sharp in a signature always 

app\ied?— to what note the last flat? If the last shaip be JSeS, what will be the tonio ? If the last flat be 

hatwiUbethetonle? 



Chap. XXXI.] 
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TABLE OF SIGNATURES OF MAJOR SCALES. 
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CHAPTER XXXIL 
Accidentals indicating Modulation. 

Prt^^am Large Sheets 45, 55, and 56. 

In almost erery piece of masic will be found some sharps or flats not in the Bignature, or 
oalorals before notes which, according to the signature, are sharp or flat. 

128. Sharps, flats, or naturals contradictory to the signature are called 
accidentals. 

129. An accidental affects not only the particular note before which 
it is placed, but every following note of the same name in the same bar 
with it. 

In bar 1 of fig. 84, the iecond Do is sharp, as well as the first ; in bar 9, the Z>9 is 
nolura^ according to the signature. 



Fig.U. 



m 
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^ 



Were it reqidred to make the second Do of fig. 84 nadtro^ it would be marked eipresdy. 



Fig. 89. 



130. When the last note of one bar and the first note of the next to 
it are identical, an accidental placed before the former affects likewise the 
latter. 

In fig. 86, the Si which begins bar 2 must be flat. 

1 d 

rig.\ 
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131. Accidentals frequently (not always) mdicate moduiatum. 

132. By a modulation is meant a change of scale in the course of a 
piece of music. 

Few eren of the most simple pieces but contain at leatft one modulation. 



CHAF.XXXn.] ACCIDENTALS INDICATING MODULATION* 
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133. The commonest modulations are those which follow the natural 
order of scales (expkined in Chap. XXXI.); i.e.^ into the scale of tho 
dominant^ or fifth cU>Ove; or into that of the «tijdominant, or fifth heloin. 



No. 144 contains an oxamplo of modulation into 
the scald of the daminantt and No. 145 of modulation 
into tho «tiMominant. 

Tho signature of No. 144 is one Jlat, which im- 
plies that it is in the scale of Fa. But at ♦ a naturcd 
is phiced before Si. Si^is not a note of the scale ,^' 
of Fa; it is (the 7th) of the scale of Dos Ih being ^ I 
tho dominant of Fa, and therefore a scale into trhich ^ 
modulation may be expected. S 

The teacher will touch (on Jig. 87) and Molfa the fol- 
lowing or any similar pastagei: the elaat imitoHng, 




Bg. 87. 




No. 144. [iMTiro*ABT8.] ROUND. 

ALLEGRO MAESTOSO. 
1 



^M 



(SM. »5.) 
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A0CID8»TAI-a DSrWOATIHa MODULATION, L^'iuf. XX:51l 



Tim ftigOAture of Jifo, 14d ia om iharp* wVdi 
impUet that it 10 in the pc^lq of Sal But 9^t* fmar 
iural is placed before Fa, Fa t| is not a noto of the 
scale of Soli but it is (the 4th) of the scale of Do; Do 
being the subdominani of 80I, and therefore a scale 
into which modulatipn may be eicpectod. 

TV teacher wUl touch (on Jig, 88) an4 jo{/a the M" 
lowing or any timiil«r fHOMogu f the clou imitating. 
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No. 145. [I« Two Pabtb.} 
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(ait) iato fih ibe a a b do wte ant &tJkk 

The teacher will touch (on Lis hand) and ioffa the following pastageer'the jng»i2i imUatUtg. 
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No. 146. [I» Two Pabw.] 
ALLE&RETTO. 

Part. 



SONG. 



HUIXAV. 
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(SA. 56.) 
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EXAMINATION ON OHAPTEB XXXH. 

1^ Wlini •!• aAcidentaUl 139. What ia tba eAwrt oT aa aecidtatalf UQ. Haca it aoeidental afar 
a§M B^tea nol in Uie sane )iiff with it? 189. Whal is a modiaatie* f Iftg^ Aie there any iiMdiaati«9» 
more common than other* ? Into what scale does Ne. lU modulate f--and No. 145?— and Ko. 140 1 
H 2 
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CHAPTER XXXIII. 
Dashes and -Dots. 

Prepare Large Sheets 45, 56, and 57. 

134. A dash over a note [w*/iir.89] implies that it is to be cut very 
short, and the time due to it filled up as though there were rests. 
Thus the entire length of the bar is not altered, nor is the place of the 
beginning of the dashed note disturbed. 

Fig, 89. Fig, 90. 



(jir7f j i = i^^vi^-'^v^ 



To he iolfaed hy the teacher, 

135. Notes with dashes over them arc said to be marked staccato; 

that is, taken off^^eparated. 

J. 

136. A dot over a note iuejig, 9i] shows that it is to be cut short, but 
not so short as when dashed. 



^ Fig- 91. ^ Fig, 92. 

j ) r r r j I ^ ^^^^^S 



To he tol/aed hy the Uaclier, 

137. Notes with dots over them are said to be marked mezzo staccato, 
that is, half staccato. 

138. Passages not dashed or dotted should be performed legato; that 
is, smoothly. To sing legato may therefore be considered the rule, and to 
sing staccatOj or mezzo staccato^ the exception. 

Nob. 147 and 148 coiisist of the same noteSf but the marks of expression, careAilly 
observed, will give to each a very different effect. 



No. 147. [IH Two Pa»i8, a and B.] CANON. 
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DASHES, DOTS, SYNCOPATIONS. 



No. 148. [In Two Pabtb, a and B.] CANON. 
A B 
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No. 149. [to Two P*»T8, 1 and 2.] ROUND. 
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EXAMINATION ON CHAPTER XXXIII. 

134. What efl^Bct has a dash placed over a note ? 136. What effect has a dot ? 135. What is meant K 
■taoeato f 137. What, by mezzo-staccato ? 138. How are notes not dashed or dotted to be performed 7 
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CHAPTER XXXIY- 
Accidentals not indicating Modulation. 

Prtpart hatge Bh^ts 45| $9| M» aiicl 00. 

^ AeddeniaiB /nqumtl^f indicate modulation/^— but not always. In No. 150, die ^<<^|| 
IndieMe modiilation into the seale of iSW/ but the i>o| (at *) it simply substituted for 
J}o ^ for the sake of effect. 

It Is lometimM tery diffioil1t> ahcli from Ik sifigle Tote« fM impossible^ to adebUiit fbf lh& 
alteration by a sharp or fiat of an indiyidual notto ; but it is always possible to ting it. 

The teacher will touch on hie hand and eoffk f At Jbihwing or ony similar passages qf aecidentais not 
MUUingfiom modulaiion,''^the pupUs imihHiwg. 
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189. The words Dal Segno [see Ko. iso] mean from the sian — i.e.j that 
the repeat (indicated by the dots beibre the last double bar) is to be made 
from the 'S {<>^^^ ^^ ^m.) The word Fine marks the end of a piece, 
wherever it may be placed. 
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With ifoS.m and lU. 
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Ohap XXXIV I ACCiUKNTALS KOT IKDICATDTO MODULATION. 
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The intortal betw^n /Vt and i\i| (at ^ Cn Mw. 151 ami 1(A\ two notei <tf the same narao 
but of different pitch, is a ehromatie Bemitone; 

140* A chromatic semitone is the interval between any given note and 
afiothet note of the same name raised by a sharp or lowered by a flat. 

A chromatic semitone cannot occur in a dtaionic scale ; on its introduction^ a scale ceases 
(for th« moment) to be diatonic, and betomcis $kfinMUt, 

14L A chtomaHc seats Is a scale tiontainiDg mors Aan hoo seinitoned. 
fig 63 Heprelieilti & cbh>thatic jkiald dofasistbjt enttr^y ot seinltotlei. 



f^^ J^,*fr* - L,> "fr. ^" I "'^■i^-^ 



^te 



^ w g ar 



No. 151. [Iv Two Pabti.] 



p 



T"-<^ 



^ 



ROUND. 



WiLHSM. 



3zr: 



-e> 



33: 



nrr 



i 



O (It. tkMkit O «iM 

-6r 



Uuuikt, 



O |^\« 



XT 



3:3 



B 



xr 






iljr ea * III 



iMh, M 



da 



/ 



lii 



«h • w 



^ 



i 






gra - etotti aoi JEIis 



313 



MNH 



Ibf 



14S. ffae ^oPds Da Capo i^eeif^inecbndib^hur^iToAht] rsmxi from Ae 
beginniM* "They ai*6 lididdtii absolutely tieeessai^; but they remove 
iincei*tamty as to the place whence the repetition indicated by the dots 
is to be made* 

tAie eigfai^en biirs biigiiiiilng iVotn that marked «<l8t time^ are to bo sang thi firH iimt 
tfnlSyr oil the fopbtition, the singers Will leaye them out, and skip fh)m the firdt double bar td 
tlie bar marked <<S[iid time." 
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ACCIDENTALS NOT INDICATING MODULATION. [Chap. XXXIV, 



Tho Fa'f^ (at A) indicates a modulation into Sol. Tho Dos ^ (at t), and the ift b (ftt 4) 
are made sharp and flat only for the sake of effect. 

The teacher will touch and soffa the foUomng or any similar passages, — the pupils imitcUing, 
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No. 152. [In Two PABTa.] SOLFEGGIO. 
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and GO.) 
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i 



H 



^^ 



^^ 



jirrrr i 'i 



r> 



? 



^te 



JU^ -'^iJ 



•f-F- 



i 



#-i 



JEztzm 



3ZI 



F-er 



^ 



^ 



^.r y 1 



dim. 



iH-» 



• ^ -• 



^ 



i 



P > p 



i 



3q: 



i^ 



-Oh 



V 



J j'iiJ J ' ^-.^JJ ^ 



i=3tzg 



-=?^ 




^4;jiU'4 i 4jjj i jjjjijj-j-i 



Cbajp. XXXIV.] accidentals NOT INDICATING MODtTLATION. d5 
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RaBenUmdo e JDimvnuendo, a poco a poco al Fine. 
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JRaUentamh e IHimnuendOf a poco a poco al Fine. 
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EXAMINATION ON CHAPTER XXXIV. 

Bo acpidentala alWayii iiidicat^ niodiilAtion r 141. What is meant by Bal Segno ?— b^ Fine ? Ii2. iKHiat, 
by Da Capo ? Explain bow No. Id2 is to be performed. 
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CHAPTER XXXV. 

Thirds, Major and Minor* 

Prepare Laige Sheets 46, 61, 63, 63, ud 04 
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14d« Of eaoh of the Intervolfi of the dktonie ge&le (ihd oc^mni 
tteepted) thete are two kinds, difibriag fi^m one duotlier by a semiiami 

144. Like the seconds, tibe fAtris are divided into majof' and mtnor. 
A imy'^ third if foimed of iwo toMB; a minot third of a tarn and a eemt" 

Between Do and i^ tWe are Uioo tones {Do—tttf and jB« — ^If!) ; and so witli Fa — Ld^ 
and Sol — 51. But between B€ and Fa there is only om tone {Rt — M%) and a semitone 
(IR— uFb)) and to with Hf-^-iSH i&«»-'l>9^ and ^8il->M. [A»t/^.980 

148. A majw third becomes tmnw when its tt|!pe»' note is lowered 
^a Semitone) oy a flat^ or its fow?^ note raised by a sJtarp. A minor 
third becomes /wo/or when its upper note is raised by a sharp^ or ite lower 
note depressed by 9^ fiat 
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Minor Major. 
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. In eoery major scale will be found Hiree major thirds, M,^ four 
birds : the former being the thirds above the tonid^ the subdominant^ 



146 
minor thirds 
and the dominant of the scale. 

Do^ FOf and (SM are the tonie^ dominant^ and sabdominant oitht Sot^ JDo^ and ^ of Soti 
and JFli^ SS h^ and Jbo, of >K They all bear mi^ thkdSi iSteJif. 08.] 
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Ko. 164. t^u hr ffvo VAkta.] SOLFEGGIO. 
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No. 141.] 
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9g THIRDS, MAJOfi AlID UIKOB. [Cup.XXXV. 
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J^^ore ioifinHg iJat, 155 a»<i 156, the pupUs toiUform the scales of Pa dnd o/Sol, and name the mqfdf 
ilUrds in each {see Jig, 93.) The teacher wiU then touch on his hand and so{fa the following or anf 
similar passages. 




Chap. XXXY.] 



TBIBDS, MAJOR ASD tflNOR, 
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SoKG.— THE SPINNING WHEEL 

No. 155. [I« Thbsb Pabts.] 
IFilA^at.l0aaiu<]9d. 

ALLEORO. ^ 
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wheel. Good dsme, when the snow oomes, 
wast Sits high, and sings with joy, 

roek. To wateh thro' nlg^t, a • lone, 



The shop -herd shall not 
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The wan-d*rings of his 




feel TheUast; with plaid and hose 
Uast), God speed the mur • m'ring wheel, 
ilock. A - fkr the Ih • got's flame 



Hell breast tlie win • ter 
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storm. And hark! how loud it blows''- 
fleeee^ Which wraps ns while we reel • 
spies, And prays, God bless tha dame - 
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A- cross the swell • ing 

Her bn • sy wheel that pliet. 



Song— CHRISTMAS DAY. 

No. 156. [Ix Thbbb Pabts.] 
WUh Nos. 163 and 197. 

nMODBEATO. 
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TBiaDS, IfAJCtt AMD MmOB. 
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No. 157. [iir th.». PA«Tfc] SOLFEGGIO. 

WUh Not, 160 and 164, 
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Ciuy. XXXV.] 



THIRDS, MA^OA AND MINOB. 
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No. 158. [lie Two Pun, 1 and 2.] ROUND. 
MODERATO. ^ 
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fleet and the bold Soonehall halt in their flijbt, shall halt in their flight. 



SXAMINATIOM Oy <;VAI*TX|I XXXV. 

144. How ara the two kinds of thirds «dkd ? What are the oontento of a mijor third ? What, of a minor 
third? 6iT«Kaexan»leQf«i|u4MrAhird;«Qf«inixvirthird 140. HowiaAaiiflr thiid]Bid*J»inor« How 
is a minor thtfd waia mior> W)iat la Hie minar third above Ml— The w^ third aloT4 A»i &e. 140. 
How many aalur thirds an ibmid in a m4or sAale? How many mtaorf IfUX «otia «fl|ui «#• bear major 
thirds? Which are the major thirds in the scale of Dot — ^in Fat — in Sol 9 
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CHAPTER XXXVl; 
The Minor Mode of the Diatonic Scale. 



Prepare Largo Shoots 46 and 65. 



147. From the 6th, 5th, and following 
sounds of any given major scale may be 
formed another, called its relative miner. 

Soo figs. 95 and 96, ivhoro the 6th, 5th, and fol- 
lowing sounds of tho scalo of Do major are identical 
with the 8th, 7th, and following sounds of La minor. 



Fig, 05. 
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148. A scale is said to be relative to another when it is composed of 
the same identical sounds. It is said to be minor when the 3rd sound 4s 
a minor third from the 1st. 

As Xa is the rolatire minor of Do, so is Do the relatire major of La. 

149. The 3rd sound of the scale oi Do [we/^r.os] being separated from 
the 2nd by a tone^ forms, with the 1st, a major third; for the major third 
consists of two tones iPar, i44]. The 3rd sound of the scale of La [«m /y. 95] 
being separated from the 2nd by a fiwiztone, forms, with the 1st, a minor 
third. For which reason — ana for which reason (>nZy— the one is called 
a major scale, and the other a minor scale. 

150. The upper tetrachord of a minor scale is liable to various modi- 
fications, which vdll be the subject of future explanation; but the lower 
tetrachord is always constructed in the same^manner; ^.^., the first third 
%8' always minor. 

The teaeJier will tolfn the following passages, (the pvpUs imilating Aim,) touching each hne of Jig. 95 
as its corresponding sound is to he sung. 
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Chap. XXXVI.] MINOB MODE OP THE DIATONIC SCALE. 
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151. In a descending diatonic minor scale there is between the 8th and 
7th sounds a tone; between the 7th and 6th, a tone; between the 6th and 
5th, a semitone] between the 5th and 4th, a tone; between the 4th and 
3rd, a tone; between the 3rd and 2nd, a ^^mztone; between the 2nd and 
1st, a tone. ^ 

The order in which these intervals succeed each other will be impressed on the memory 
by reciting the numbers 8j T, &c., making the manual sigm of the tone and semitone. 

To he done ; the hand hein^ doted on 5 and on 2. 

152. The 1st, 3rd, and 5th sounds of a minor scale form a chord. 

Let w solfa the chord of La minor, as a preparation for the following Song in that scale. 

The clase will fall into three divisions, and soya the notes of the chord of Lft minor in vnisom, 
and in combination; according to the directions for the practice of the chord of Do major in Chap, X. 
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Song.— THE SEA-BOY 

No. 159. [Ik Two Pabts.] 
With No. 169. 

, ANDANTINO. 
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And blus-t'ring winds the more, Ship a - head, 



the sea - boy ! 
the sea • boy ! 
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loud the night-watch haO, Ship a • head. Ship a • head, 
blus-t'ripg winds the . fnore, Ship a - head. Ship . a • head, 
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sea 
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boy! 
boyl 



EXAMINATION ON CHAPTBB XXXVli. 

147. How is the relative minor to any given major scale formed ? 148. Why is snch a scale said to be 
relative? Why is it said to be minor? 151. Where are the semitones found in a descending minor scale ? 
What interval is there between the 4th and 3rd sounds ?— the drd and 2nd, &c. &o. 152. What notes foim tb* 
ehord of La minor 7 What interval is there between La and 2>ot t 
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CHAPTER XXXVn. 
Fourths, Perfect and Pluperfect, 

Prtpan Large Sheets 47, 65, 66, 67, and 68. 
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Fig. 97. 
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<'One of the fourths in the natural scale is larger by a semitone than any of the others." 
\Par. 85.] The fourth betwoen i^ and 8i (the subdominant and leading -note of Do) is a 
pUifimfiGt fourth, formed of ihri$ Une$9 and thence called « tritom^ The other fourths (each 
containitig two tones and a Miniione) are called per/eei. 

168. A perfect fourth becomes »?wperfect when its upper note is 
raised (a semitone) by a sharp, or its lower note depressed by a flat. 
A j7Z2«)erfect fourth becomes perfect when its upper note is depressed : 
by a^f, or its lower note raised by a sharp. 

FOURTHS, 

J^^. 08. 

Perfeat MqMiftet Perfeot. PAipevfeet JP/uperfiiet. Perftot J^/trpeTdeot. Perfect 
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164. In rt;^ major scale will be found six perfect fourths, and one 
j)/tiperfect; the latter being formed of the 4th and 7th sounds. 

JFUb the Bubdomlnimtof Do; jS^ of J^; Do^ ot Sol Eadi of theso notes (a^ a sub- 
dominant) bears a pluperfect fourth. {See Jig. 07.] 

The teacher tDtU point ovi ihiphiperfed fourths in Jig, 97, and then touch on the hand and $o\fa the 
following or any iimiUw passages : the pupils imilating. 
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SOLFEGGIO. 

No. 160. [ScoBB, iH Thbes Pabts.] 
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(AH. 01.) 
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(M. 53.) 
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POURTHS. 



^Chap. XXXVU. 



EVENING SONG FOR A SCHOOL. 

No. 161. [Ik Thbkb Pabtb.1 
WUh Not, 179 and 810. 

MAESTOSO, mf ^ 



WiLRIUC. 
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(g*.66.)Y ^yf^ i 
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"lis eve; our work is done: Ere 



part for the night. T" 

"^ . ' With 
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grate • ftal looks each one Oar master bid Good Night. His kind and geu • tie 
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m 



w=^ 



^ 



p/ » ■ 



BWKj Per-snades ns daj by day To live in peace and love; how then can we~ 
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Y^ Dim. 
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F= M C3 [ = ^ 



. prove Our hnm-ble, hum-ble gra - ti • tnde, Our hum-ble, hoin-ble gra - ti - tade. 
For the remaining u>ord» and mu$ic see the tcore, No, 



Before tolfaing Not, 162 and 163 the pvpih will form the scales of Fa and of Sol, and name ihe 
jdnperfeet fourths in each. {See fig. 97.) The Uacher will then touch <tn the hand ^tnd so^fa the 
following or any similar passages, — the fupils imitating. 
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FOUBTHS. 
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Ko. 162. [I> Tbbbb Fikitn.3 
With Noi. 155 and J 85. 
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(SA.67.) 



The wheel, the wheel 



O how it hums! 



l^ 1 1 r 

^ The wheel 



Ihe blast, the 
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The wheel, the Wheels O how it hums! 



The blast, the blast, 
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how loud it blows! 



The blast, the blast, 



how loud it blows! 



v/ The wheel. O how it hums! The blast. * 
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The blast, 
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how loud it blows 
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Harki hirk, the blast, hovr loud it blowt A * round onf in « gle warm ! 



No. 163. [Ik Thbeb PiBTs.] 

W\lh Nos. 156 and 107. 

MODE R A TO. 
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come, 
day. 



While 
W« 



:^8 yOUBTBS. [Chat. XXXVIL 

The teacJier will touch on JUs hand tJie following passages : the pupils imitating. 




Tbe fauH orer iho tmoixA doublo W io p« 109 marim Uiq end of No. 164« 



SOLFEGGIO. 

NOi 164- Vho»t, w Thsw Paiti.] 
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JS^o. 157.] 
(M. 60,) 



iVb. 150.] 
(SA. 58.) 



No. 164. 

(SA. 68.) 
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I Jst time. 
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CHAPTER XXXYIIL 
^ The Minor Mode of the Diatonic Scale. 

Prepare Lafge Sheets 46 and 69* 

It has been sliown (in CBap. XXXVI.) that '' from any given major scale may be formed 
another, called its relatire minor ;" the deteending geries of the latter being composed of the 
same identical sounds, though differently arranged, afr that of the former. 

155. A series of natural sounds, be^ning and ending on Za, which 
in descending produces a pleasing eflfect and is easy to sing, (as fig. 
96,) will^. in ascending^ produce an unpleasing effect and be found 
difficult to sing; because the 7th (Sol) being a tone below the 8th (La), 
the scale is deficient in a leading note. 



Fig. 00. 



i 



"cr 



<^ 



^ 



(To he solfaed If 
the teacher.') 



To supply this' deficiency, 8ol (the 7th) must bo raised a semitone, and made Sol^l 
whereby the intenral between it and La (the 8th) is reduced to a Mmttone. 



rig. 100. gfe 



•CT 



?^ 



■or 



- ^O^^ 



(7*0 he tolftud fty 
the teacherJ) 



The eleyation of Sot induces another alteration; for fig. 100" contains three semitdne^ 
fifi-..J>a, Jfv— jPo, and Soljt^La, and one intenral greater than a Ume^ Fa^SolL Fig. 100 is, 
therefore, not a diatonic, but a chromatic scale. 

By raising Fa to Fa ft, we reduce the intenral between Fa and Sol (the 6th and 7lh) to a 
toncj and increase that between Mi and Fa (the 5th and 6th) to a tone. Fig. 101 is a diatonic 
scale of five tones and two semitones. r . 



Fig. 101. 
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^ 



(To he Molfaed hg 
the teacher.) 



166. In BXijiscending diatonic minor scale, there is between the 

1st and 2nd sounds a tone; between the 2nd and 3rd, a ^^mztone; 

between the 3rd and 4th, a tone; between the 4th and 5th, a tone; 

^-^--^^en the 5th and 6th, a tone; between the 6th and 7th, a tonej 

^ the 7th and 8th, a ^mttone. 



Chap. XXXVIH.! MINOR MODE OF THIS DIATONIC SCALE, 



111 



157. The upper tetrachord of the diatonic 
minor scale is variable; since in descending the 
semitone is found between the 6th and 5th 
sounds; and in ascending between the 7th and 
8th. The lower tetrachord is 2nvariable ; the 
•^mitone is always found between the 2nd and 
3rd sounds, and the first third, therefore, is 
always a minor third; wherefore the scale is 
called a minor scale. 



The teacher will direct attention to fig, 102, and the pupili 
ioUl repeat the numbers dovm and up with the manual signs; 
the hand being closed on 6 and on 2 in descending, on 8 and 
on 8 t» ascending. 

The pupils will then solfa the following or any similar pas* 
sages, the teacher touching each line of fig, 102 as its correspond' . 
ing note is to be sung* 



Fig. 102. 
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No. 165 IS in La minor. The second part cbntalnB seretal examples of the variations id 
the upper tetrachord. (See ♦ onrf f.] 



Song— THE SEA-BOY. 



ISO. 165> [ScoM, n Two Pabts.] 
p ANDAlfTJNO. 



Repetition of 
No. 150.] 

(M.6») 



No. 165. 
iSh. 69.) 



ty 1 While on the si - lent deeps • 

3^ He has no • - ther home, * 
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While on thd^ deeps, the si • lent deeps. The 

He has no home, no o - ther home, Thr 



i 



Y 



^ 



i 



ifca * ry ship's crew 
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sleeps, 
roam. 
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cross 



the top 
the wide 
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Wea r ry ship's crew sleeps, 
gal - lant, ships that . roam,- 



Wh<r on* the 
A • cross the 



top • mast 
wide sea 



Ill 
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Wotoh tltrongh tho night 7 The 
Are Ills da - light, The 
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,„w «. the top-mast keeps Watch through the night ? The sea - hoy! 
A • cross the wide sea's foam Are his de • light, The sea • boy I 
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see 
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t'ring winds the 



hoilt Ship a - head - * 
more, Ship 11 - head - • 
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the sea • boy ! 
the sea - boy ! 
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CHAPTER XXXIX. 

Alia Breve and Duple Time. 

Prepare Large Sheets 47 and 69. * 

^ When an ewn number of beats is made to a bar, it is said to be in common tiuio.^ 
[Par. 40.] 

158, The average " even number of beats" " made to a bar/' whether 
of ancient or of modem music, is four ; but whereas in modem in\isic 
the average value of each heat is a crotchety in ancient music it is a minim. 
A bar of ancient music in common time is therefore gwerally worth a 
breve^ and is said to be in alia breve time. 



159. A breve Jo| 



o o 



= d d cJ cJ 



&c. 



fiif, 103. 
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TAtf teacher wiU refid <mi tl\^n 8o\fa fig, 103, v^okln^ fi>\iT hefiih in each ^as; each heat, a minim^ 

160. Modem music is rarely written in alia brevet time; indeed, 
pieces of ancient music, originally so written, are now often printed 
m C time; a. *«mtbreve being substituted for each breve, a mmtm for 
each semibreve, a crotchet for each minim, and so on# If the beats are 
made at the same pace in the latter case as in the former, there will be 
no diflference whatever in the effect. 



Fig. 104. 



^ 



ix 



33: 



1 



Tfie teacher will compare figs, 106 and 104, and sol/a than in immediate succession ^ 

161. But the more common modern mode of printing music originally 
set in aUa breve time is to divide each bar into two, without changing the 
notation. In such cases, the common time signature has a luic drawn 
perpendicularly through it. C5f««/^, los.] 



FigAOl^^B 
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ALLA BREVE AKD DUPLE TIME. 



[Chap. XXXIX- 



Fig. 108. 



ScmibroTe* 
Fig. lot. 



162. is the distinctive mark of duple time; but it is often foimd 
prefixed to music in (ywarfruple) aUa breve time. 

For duple time a distinct mode of beating is required. 

The teacher wiU read and sol/a Jig, 105, making two heatt to each bar. 

Make seyeral sttccessions of tvuo boats (one up and one down, as in 
fig. 106), and on the /rs( beat of each two (the down beat) say, " mnibreve,'' 

ITobe done,'] 

.63. A semibreve lasts during two beats of time. 

Make seyeral successions of two boats, and on each say, ** minim." 
(Tohedone.y 

164. A minim lasts during one beat of (p time. 
Make several successions of beats, and say, ^ crotch!* twioe to each boat. 

[To he done,} 

165. A crotchet lasts during half a beat of time. 
Each beat is, therefore, worth two crotchets. . 

Repeat the three last exercises, calling the notes Do, Me, ice, [To be done.] 



Re. 

;i 



Do. 
Minim. 



Fig.lQI^, 

Crotch. Crotch. - 
Mi, fit. 

r i r 
I '1 

Crotclr. Crotch; 



Solfa tke scale of t)o (ascending and descending), in du^U timOj making each note a 
semibi'eTe. 



i 



&c. 



[To be done* In this exercise the upper Do must he tvng twice.] 

EXERCISES FOR THE PRACTICE OF DUPLE TIME. 



7i, 166. 

8h. 69.) 



jSTo. 167. 



No. 168, 
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ALLA BRBTE AlO) DUPLE TIME. 
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No. 169.^^ 
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166. In singing metrical p^alm tuiies, two beats should always be 
made in each bar. 



No. 172. [i.TwoPi.T^] METRICAL PSALM. 

With Ifo. 198. X CaioHSsnB Trai:" from BMCiiKMft: 
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1 ThoD» by whoso strength the momi-tftiiis stand* Whose Toioe the waver o • bey, 
% Thy good-ne9s orowns the cir • cling year With Matoie's rich sop • ply» 
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Whose migh • ty Spi - rit can com - mand The pasosions' wU4-er away. 
And make* all niii • aio to the ear» And beaa-ty ^lo th« eye* 



«Li r^adin^ nnuio, rests must Ibe Indicated by fiamtng ahuS the treats which are doe t# 

.» [Par. 46.1 

167. During a semibreve rest (in time) we make two beiatSj and 
in reading, count cdaudy " one, two." 



^.m gl 



One, two. 



168. During a minim rest (in time) we make one beat, and in 
reading count aloud, " ow^," if the beat occupy the first half of the bar, 
and " two'^ if it occupjr the second. 



^. 110. 



i 



One, Bol, 8ott twob 
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ALLA BBBYE AND DUFLfi ZOCfi. LChat. XXXIX 



" A reai, <tf wbaterw kindi wUoh oooupies tbe t <yii M »wy of » bwtt i% ia rtcuKng, to b« 
espreuffd by pronouncing aloud tht number Ont or 3W, MOording to the plaoo of tlif 
bmt in the bftr." ir». 104.] 



Fis. 111. p 



; r J r J 



Oa«, Solt Two, £W. 



<<A rest which occupies the latter part of a beat cannot be named at all in read- 
ing.*' [Par. lOftJ 



rtg. 112. 



(j) <it J ^ . 



Sol, Sot. 
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No. 173. [I» Two Pabm, 1 M>a 3.] 
MODEBATO. 
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EXAMINATION TO CHAPTEB XXXIX. 

158. What is the average ii«sibtrt>f bente macto t«-ft b ag » f am a to killoiamon time ? What is the average 
Talne of each heat in modem muie?-**!)! akioWt' muaid? BipreM the TRlae of a har of ancient mosio in 
common time, in one note. HotT Is sueh tk&e oAlledf 161. Whe&A tar woirlb aJbme is divided into two 
bars, what time is it said to be in ^ Best and redte a bar of dople time obtaining a semibreve ;— two minims ; 
— fonr crotchets; — a minim and twj> 0fOtcheU^&e*: -Afemibiei^ rest;— A'niinim and minim rest ;— a erotehet 
test and three crotchets, &o. 
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CHAPTER XL. 
The Signatures of Minor Scales. 

Prepare Large Sheets 48 and 70. 

16&. A musical Composition in a minor scale bears the signature o| 
the relative major of that scale j the 6th and 7th sounds being regulated 
by accidentals. 



It is» therefore, impossible to decide .frcm the eignature alone whether a piece of music H 
in the mi^or scale indicated by it, or in that of its relatiye minor. A glance at the piece 
Itself will^ howe? er, generally enable us to do so. 

Ko. 166f (The Sea-Boy,) bears the signature of Do; i.e,, there are no sharps or flats 
after the clef. But the scale may be recognised as the rektHve minor of Do, by the last note 
of the lower part, which is La, or by the first two notes of the upper part, which belong to 
the cTtord of Za. These tests, however, are not of uniyersal application ; because though 
moit pieces (especially in the lowest part) end with^the tonic, all do not ; neither does every 
melody begin with a note of the common chord. But the Sol | (at *,) the leading note to La, 
together with Fa jj^ the 6tb, shows, in connexion with the first and hut notes, that the piece 
is in Xa minoTi not in Do major. 

Again: No. 174 (Hear my Prayer) has for signature one flat, iSS b; it is, therefore, 
either in Fa mc^or, or in Ee, its relative minor. The first note is Be; the hut note is Mei 
and in the fifth bar occurs Do jjp the leading note of Be. 



The signature of eyery minor scale is exhibited in fig. 113, which is arranged upon the 
same plan as the Table of Major Scales, in Chap. XXIX. 

170. The tonic of a minor scale is a minor third below its relative 
major; the tonic of a major scale is a minor third above its relative minor. 
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CANON- 

No. 174. [IH Four Pabtb, A, B, C, D.] 

A B C 
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Hear my prayer; Hear my prayer, and let my ctfAng come un-to Thee, Lord. 



EXAMINATION ON OHAPTEB XL. 

169. What signature does a minor scale bear ? Can we tell hy the si|^ture alone What scale a pieo* is in f 
How is it ascertained whether a piece is in the major scale implied by the signatnrt or its relative ininorf 
170. What relation has the tonic of a minor scale to that of iU relative major? Whal relation ha&thejtonle of 
a miyor scale to that of its relative minor ? In what scale is No. 106 ? ind No. 174 7 kc. 
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TABLE OF SIGNATURES OF MINOR SCALES. 
Fig. 113. 
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CHAPTER XLI. 
Fifths. 
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Prepare Large Sheets 49; 71, and 72. 
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33 



13 
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'' As there is one fourth in the scale larger by a semitone than the other (perfect) fourths, 
80 is there one fifth smaller by a semitone than the other (perfect) fifths/' ^Par. 80.] The' 
fifth between Si and Fa (the leading note and subdominant of I}o) is an imperfect fifth, 
formed of two tones and two semitones. The other fifths (containing each three tones and cm- 
semitone) are called perfect, 

171. A perfect fifth becomes imperfect when its upper note is 
depressed (a semitone) by a flat^ or its lower note raised by a sharp. 
An imperfect fifth becomes perfect when its upper note is raised by a 
sharpy or its lower note depressed by a /at. ' 

FIFTHS. 
J'i^. 115. 

]?erfect. Jmperfect. Perfeet Juiperfeot. Jmperfeot. Perfect. Jmperfeot. ! Perfeet. 
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172. In every major scale will be found six perfect fifths and one 
uui:erfect; the latter being formed of the 7th and 4th sounds. 

Tfie teacher will point out the imperfect fifih* in fig. 114, and then touch on the hand and $o\fa the 
following, or any similar pastaget. 
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■ • 



^ p 



"» — ¥:• 



1 



173. "A fourthy on inversion, becomes b. fifth; and, moreover, f^plti 
perfect fourth becomes an mperfect fifth." iPar. 9a;i , ^ 
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FIFTHS. 



CuAP. XLI. 



No. 175. iihtwopabt8,a&b.] canon. 



LARQHETTO. 

A 



WlIHBH. 



^ 



' ^Ul-JJlj^jll^ 



(S*.7I.) 
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±=^ 



AW 



No. 176 is either in Do xnijor or in Xa minor. The first note is Do; but the note under 
it (in the 2nd part) is Las while the last notes O^dicated by ^) in two of the parts are Lou 
The 8ol^ before one of these shows the piece to be in £a minor. 



No. 176« |i>TH»BaPABT8,i,2,&8.] ROUND. 

1 



8 



p 



3=?: 



o V 



illQl 



Blest them that curse you, do 



iii J J J rj I .^^ 



1 



good to them that hate you, and 
_j^ : O 



pn/ tut tlism tiial hart yon. 



Hi»ov. 



Chap. XLL] FIFTHS. 

No. 177. [In Two Parts, A & B.] CANON. 

A B 
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No. 178. [Iw Two Pabts, A & B.] CANON. 

A B 



WlXHSM. 



j',*^^j;;jj i Jj°| | jrj:TJ i rJ'i i rrrcfnr^- 



$ 



r. rf.. ! . F il l. iJypi 



J^l l ^j^j^l/ 



In No. 179 are three accidentals. The Si b indicates a modulation into Fa (the sub* 
dominant) ; the Xa b and the Fa | are introduced only for the sake of effect, 
« The interral from ^a to JPa| is a ehramatio semitone." {See Par, uo.] 

The teacher will touch (on lus hand) a9ut toffa the passages alluded to^-^he pupUt imUaUng, 



No. 179. [In Thbeb Pabts.] S N G* 

With Kos,lfil and file. 
MAESTOSO. y^ 



Wi&HBir. 
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E 



p • p 



3ZS 



P 



^ 



?y/ ,. 



P 



Tis eve; our worlc is done: Ere wo p«rt for the 

:^ W- 



night, 



With 



^^ 



^ 



-O^-T 



grate •fol looks eaoh one, Oor mas -tor bid Good Kight. Bia kind and f«n-tle 



i 



a 



3 



-e^-A 



To H^e 



ZIZ 



IZE 



i 



awaj Persnadea na day bj daj To H^e In peaoe «Bd love } O how then ean we 
^ V^ Dvm. 



cJ^il^NJ 



■ * ii<H 



#-T-# 



O , i l 



prove Our hum-ble, hum-ble gra - ti • tude, Our ham*ble, hum-ble gra 



- ti « tada 



EXAMINATION ON CHAPTER XLI. 



How ara the two kinds of flfOM eallad? 171. What Is Um perfaot ftfth aboTO 8if Ths imptrfeot fifth 
Sboyj0 Mi ; &c. 17d. Whieh is ths impszfesi ftfth In ths sssle of J>q f — of ^« f ^-of ^ol f 
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CHAPTER XLIL 
Triple Time. Fifths, continued. 

Prepare Large Shoots 49; 73, 74, & 75. 

174. There are two principal kinds of time: common and triple. 
"When an even number of beats (two, four, six, or ei^ht) is made to a 
bar, it is said to be in common time." iPar. 4o.] It is said to be in triple 
time when three can be made. 

175. " At the beginning of every movement is placed a sign to show 
in what time it is." iPar. 4i.] Q is the sign of common time of four 

beats (quadruple time); of common time of tu)o beats (duple time.) 
All other kinds of time are indicated by figures placed one above another, 
[fl^^fjpt^.ne.] . ^ 9 fi 

^i^.ne. 2 4 8*^' 

Tliese yVcMliant refer to a Bemibreye ; the upper figure (the nwrn/erator) showing how manj 
td the parts indicated by the lower (the denominator) are contained in each bar. 

o 

Thus £ 2 °^o<^iu ^^iase% Kakee of a semibreye in a bar. 

2 

176. Triple time of three crotchets in a bar is expressed hy j s 
i.e.^ three quarters of a semibrevQ in a bar. isee No. iso, a?.] 

Fig, lir. 
Make three beats in the directions described in fig. ll?^ striking 
filightly the hollow of the left hand at the point marked 1; saying, 
doum right, up." 

TK$ teacher wiU give an example, which the class will imitate. 

Repeat the last exercise, <* ai equal irOervaU of time ;" saying to each 
neat, '< eroteh.** 

To he done many times in euccession, 

Bifht. 

M In eyery bar of mnsic there is at least one note which requires a strongor accent than 
' other notes.*' IPar. 89.] In triple time, this is the first note of the bar 




CiiAT. XLIL] 



TEIPLE TIME. 



123 



EXERCISES FOR THE PRACTICE OF TRIPLE TIME. 



No. 180. 



No. 181 



No. 182. 



No. 183. 



No. 184, 



No. 183. 



No. 186. 



No. 187. 
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No. 188. 
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No. 189. 



No. 190. 



No. 191. 
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J^^ 



124 



TRIFLE TOitE. 



[Chap. XLII. 



-m — \- iSee No, 103] indicate! a rest of four baa in ihs $am$ tims as the rest of tlie piece. 



177. A bar's rest in antf kind of time may be expressed by a semi- 
breve rest. 



Ko. 192. [I« Two PAExa, ▲ and B.] 

MODERATO. 
A 



CANON. 



Sabbatiki. 
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EOUND. 

j^O. 193. [Iv Thbsi FAat«» 1, H, and 8.] 

ANDANTINO. 
f 



JjUTKIKB 



P 
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:<s 



-€9r 



XI 



-«f 



i 



j: 



Th0 kine, the kine, aie home - ward go • lug, 



pi 



i 



t: 



rM JIM r 

Winre o'er tlie ford ih< 



Z3ZZ 



5^=?v 



o'er fbe ford the stream is flow-ing, 



I 



3 



3 



el — # 



^ ■' ' J J 



^^ 



They drink and wan - der on • ward 



low - Ulg. 



Chap. XLILJ 



FIFTHS. 
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The BemibreT60 dirided by bars in No. 194, belong one half to one bar, the other half to 
another. The same eflfect u generally expressed in modem muito by two minims tied 
iSee Fig, 118.] 



^t^. 118. 



"tn- 



ROUND 

K(X 194. [IvTRBnFABT8,l,3,&8.] 

MODEBATO. 



m.n.) 
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IE 
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tbat 



3Z£ 



tbat the 



sal 



Yft 



t/ O^ thi^ the" 



Lord would de 
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Then 



should 
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li • Ter His 
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2 



^ 



J JlJ. J l J j 



32 



tion were giVn 



to 



i 



ZII 



sael out of 

Q ' 



313: 



315 



xr 



^eo 



oat 



of cap • ti 



P 



S 



33 



321 



ZLJL 



JUL 



joioe, and Is 



rs • d ahonld be 



right 



glad. 



If9. 195 vtfl produce ike (m< e^ed wAen <Ae Iif pari ia ntng hp Soprano, ih§ 994hp flmof, tmd 
iko ^d bp Bats voices. 
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FIFTHS. 



[Cbaf.XLU 



Song— THE SPINNING WHEEL. 

No. 195. [ScoBB, IS Tbbsb Pabts.] 
ALLEGRO MODERATO. 



WiLHEir. 



\B.ei^i\iion of 

No. 155.] 

iSk, 62.) 



^ 



[Repetition of 

No. 162.] 

iSk. 67.) 



No. 195. 
. (S*,760 



X3 



^ 



1 ^ n 



1 The wheel, how it hums ! 

2 O dame, thj sai - lur boy 
8 And lie, the sire! that's gone 



The mcr - ry spin - ning 
Up - on the ' gid - dy 
Up to thie sum - mit's 



^^rhpf ip ^ 



The wheel, the wheel, how it bums! 

is 



The wheel, the wheel, 



The wheels the wheel, how it hums, The wheel, the 



i 



~nr 



zni 



wheel. 

mast 

rock, 



i 



Good dame, when the snow comes. 

Sits high, and sings with joy, 

To watch thro' night, a • lone, 



The 

(Tot- 

The 



s 



F— f 



^m 



FF^ 



O how it luimst 



The blast, the blast, how loud it blows! 



i 



^ 



«s 



■ZZE 



tr^ 



wheel, O how it hams! 



The blast, the blast. 



how loud it blows! The 




shep - herd shall not 
t*ring. be - fore . tlie 
wan - d'rings of his 



feel 
blost), 
flock. 



The bloat; with plaid and 

God speed the mur-m*ring 

A • far the fa - got's 



i 



t 



a 



^ 



7=^ 



The blast, the blast. 



how loud it blows! 



The wheel, 



i 



•lastj the 



^eel, how it 



blastj 



blast, how loud it blows ! The wheel, 




i 



I 



hose - . % 
wheel, - - • 
flame - - - 



jt=3tZ 

'• He'll 

. That 

Up 



FIFTHS. 



breast the win - ter 

spins the lamb - kin's 

on the hearth he 



storm, 
fleece, 
spies, 
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And 

Which 

And 



t 



^^ 



=^=S 



t2=K 



i 



O how it hums! 



The blast. 



how lond it blows! 



^ 1 ' i.i-^ l ' 3 



XT 



hams! 



The blast, how loud 



blows ! 



tJ harl 



blows - ' 



Xi 



hark! 
wraps 
prays. 



how 
vs 
God 



lond it 
while we 
bless the 



blows 
reel - 
dame 



i 



£ 



A - round our in - gle warm ! 
A - cross the swell - ing seas. 

Her bu - sy wheel that plies. 



-^ 
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a 



w—p m ft 



^ 



^ 



5Z=P=? 



Hark, hark, the blast, how loud it blows 



A - round our in - gle 



i 



i 



^ 



s=s 



in - gle 



3ZL 



/ V y 



Hark, hark, the blast, how loud it blows 



A - round oar 



EXAMINATION ON CHAPTER XLII. 



174. How many principal kinds of time are there ? When is a bar of music said to be in common time ?•— 

when in triple ? 175. How is quadrnple time indicated ? — how, dapic time ? How are all other kinds of time 

o 2 

indioated? What is meant by n? by .? by g? &o. 170. How is triple time of three crotchets iii a bar 

expressed? Bee* and recite a bar containing a minim and a crotchet,— four quavers and a crotchet rest, 5co. &c. 



L28 



CHAPTER XLin. 

The Places of Notes on the Bass Stave. 

Prepare Large Sheets 49; 76 and 77. 
A$ afreparationfar tkefoUowmg, rrferenee $htmid ie made to Ohaf TV. 




178. The boss stave may be represented by the four fingers and 
thumb of the left hand, as the trehU stave by those of the right 

Tkt ieacher will direct attention to Jig, 119. 

With the lint finger of the right hand touch one after another the fingers, and spaoeti 
between them^ of the left; naming the line or space for which each stands. ITobe done,^ 

179. The Fa clef stands on the 4th line of the bass stave, and gives 
the name Fa to every note on that line. 

Touch the finger which stands for ihe 4th line^ and say Fa. ITd he done.} 



180. In the Fa clef we have a key to the positions of all other notes 
on the bass stave. 

Tfie te€icher wiU follow ihe directions for teaching ihe notes of ihe treble stave, in Chap. V. 

The Bo on the leger line immediately (iiJbwt the bass state is the same identical note as thii 
Do on the leger line immediately hdow the treble stare. \8ee Par. 80.] As the latter is indi- 
cated by a slight deeeent of the index finger, so is the former by a slight ae&tnt. 

It has already been explained (in Chap. IV.) that tenors and hasseB, in singing from the 
treble stare, sing naturally and inroluntarily an octave tower than the real notes ; so, when 
~ ~ I sing from ihe ban clef> their voices sound an octare higher thim the i^al nottt. 



chaf-xlhi.] places op notes on the bass stave. 
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SOLFEGGIO. 

No. 196. [Ik Two Pa«m, Ut & 2nd.] 
ALLEGRO. 
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From « IjSA SoLFRaxs sItalib." 
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Part. 

C5A. 76.) 

2nd 
Part. 
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PLACES OF NOTES ON XHE BASS STATE. [Cbat.XLIII. 



Song— CHRISTMAS DAY. 

No. 197. [ScoBE, IK Thbbb Pabts.] 



{^Rrpetition of 

No, 163.] 

iSk. 67.) 



m 

1 Wbile 

2 We 



[HejpelUion of 

No, 156.] 

(Sil.C2.) 



No. 197. 

{8h, n.) 



"rpir-tJ 



rm Rt school, my fa - tlier Is 
all sball be to - ge • ther On 



t 



WlLHBM. 



working on the 
meny Christmas 



^ 1 While I'm at school, my ifa - ther Is 



m 



2 We all shall be 



to • ge • ther On 



working on the 
merry Christmas 



S 



1 >Vliile 

2 We 



I*m at school my 
all shall be to 



fa - ther Is 
ge • ther On 



i 



working on the . 
meny Christmas 

_ Fine. O 



: . - The ha 



Ol • 



farm, • 
eve. 



The harvest he most ga - ther. And fold the herd from 
We reck not wind nor wea-ther, While we our Ca - rol 



harm; 
weave ; 



i 



h 



Fine. O 



J 



#— # 



# — o^ 



^ 



farm, 
eve. 



The harvest - he mnst ga - ther, And fold 
We leck not wind nor wea-tlier. While we 



the herd from 
our Ca - rol 



harm; 
weave ; 



Fine, O 






3^: 



u 



3ZJ 



0| • 



farm, 
eve. 



The harvest he mast ga • ther, And fold the herd from 
We reck not wind nor wea-thcr. While we our Ca - rol 



harm; 
weave : 



tA 



i 



C \ • 



^ 



My bro - ther is 
For round the md 



sea, My sis • ter gone from home, She 

hearth Each what liath chanced doth say, Since 



i 



t 



i 



:ix: 



^—3t 



My 

For 



bro • ther is at 
round the rud • dy 



sea, 
hearth 



My sis - ter gone from 

Each what hath chanced doth 



home 

say, 



She 
Since 






-^ 



My 


bro - ther 


is 


at 


sea 




For 


ronnd the r 


Bd 


' dy 


heart 


h 



My sis • ter gone from home. 

Each what hath chanced doth say. 



She 
Since 



CnAP.XLin.] PLACES OF NOTES ON THE BASS STAVE. 



i 



I 



t 



13x 



¥ 



mast nt ser - vice be 

last ire met ia mirth 



TUl 
On 



mer • ry Christmas 9ome, 
mer • ry Chtistmas day. 



I 



h 



Yihile 
We 



s 



JOt 



lO 



mast at ser - vice 
last we met in 



be Till mer - ry Christmas come. While 

mirtb« On mer • ry Christmas day. We 



^K 



« 



mast at ser - viee 
last we met in 



be 
mirth, 



Till mer - ry Christmas come. Wfiile 

On ■ mer - ry . Christmas day. Wo 



METRICAL PSALM. 

No. 198. [Scobs, IV Two Pabtb.] 



tiiion 
o/No, 
172.] 



i 



From Rayxvscbovt. 



s 



s 



Q Q 
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JGE 



XZ 



OU^^O> 



1 Thoa, by whose strength the moontains stand, Whose voice the waves o - bey; 

2 Thy goodness crowns the circling year With Nature's rich sap - ply. 



S; ffi 



P5 



■^>--©r 



198. 



ql-©^ 



33 



o»-o^ 
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TX 



1 Thou, by whose strength the moontains stand. Whose Toiee the waves o - bey, 

2 Thy goodness crowns the circling year With Natore's rich sup - ply, 



tJ Whose 



m 



XI 



33 



XT 



33 



33 



tt 



Whose migh - ty spi - rit ean com - mand 
And makes aU ma • aio to the ear. 



The pas - sions' wild - er 
And bean - ty to the 



sway, 
eye. 



Oi Q 



fe 



HOh 



^ 



Z3 



^-*=E 



Whose migh - ty spi - rit can com • mand The pas - sions* wild - er sway. 
And makes dl ma • sie * to the ear, And bean • ty to the eye. 



EXAMINATION ON CHAPTEB XLIII. 

178. By whieh band do we represent the bass stave ? 179. Which line of the stave does the Fa elef 
ooeupy f 180. Touch (on the left hand) Fa, Do, La, &o. What note stands on the leger line immediately 
above the bass sUve ? What poaiaon does that note oeonpy in reference to the treble atave ? Show its 
position on the hand. 
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CHAPTER XLIV. 

Transposition* 

Pr^re Large Sheets 50 ; 78 and 79. 



181. Melody (as also harmony) depends, not on the pitch of th* 
sounds by which it is produced, but on the relation those sounds bear to 
one another. 

The melody of all major Bcales ifl the same ; because all major scales are constructed alike 

182. A musical passage can be repeated or reproduced at any pitch; 
OTy as is commonly said, transposed into any scale. 

Fig. 120 is in the scale of Do. 

13 8 4 



Fi0. 120. 



$ 



^-4 



3ZX 



5 



TKe teacher wiUtoifafy, 120. 

To transpose fig. 120 into lU, erery note must be placed a position higher on the staye. We 
must have La instead of Sol, Be instead of Do, ke. And as the scale of JRe requires Fa and 
Do to be sharp, those two notes must be marked sharp in the signature. 



Fiff. Wl. 



i 



I 



& 



zX 



311 



c:^ 



Were the Do in fig. 121 natural^ the melody of bar 1 would be different from that of 
bar 1 in fig. 120 ; because Ee and Do t| form a mc^or second, and Do and Si a minor second. 
And were the Fa in fig. 121 natural, the melody of bar 2 would be different from that of 
bar 2 in fig. 120 ; because La and Fa [j form a mc^or third, and Sol and Mi a minor third ; 
and because Fa and Si tj form a j^^uperfect fourth, and Mi and La form 9k perfect fourth. 

The teacher wUl sojfafig* 121, without the sharps. 

183. To transpose a passage, we must make sharp or flat those notes 
which are sharp or flat m the scale into which we have to transpose; 
otherwise the intervals will be different, and the passage will sound 
'''fferently in one scale from what it does in another. 



Chap. XLIVJ 



TRANSPOSITION. 
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Transposition adds nothing to tho difficulty of vocdl music. So long as a passage lies 
within the compass of a singer's yoice> he can as easily pei-form it in one scale as another, when 
the idea of the tank is once fixed in the mind. This will be shown by singing fig. 120 in various 
different scales. 

The teacher wiil touch on his hand and aoyk the following transposition* qfjig, 120» — the pttpil 
imitatUtff, As a prelude to each passage, the common chord of the scale into which U is transposed 
should he sung, [5«« Chapter X.] 
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So £sr from transposition adding to the difficulty of a passage, it is often made by singers 
inToluntarily, from difference of pitch in musical instruments, or the gradual sinking of the 
roice. Thus the passage abore is as easily practicable in Do | (a scale requiring seven sharps), 
or in Do b (which requires seven flats), as in i>o tl^ whioh requires neither sharp nor flat. 




Nob. 199, 200, and 201 are transpositions of Nos. 196, 174, and 146; the flrst a degree 
lower into 8i b; the second and third a degree higher, into Mi and Ee. 

On comparing No. 200 with No. 174, it will be found that, though all the nates are 
different, all the intervals are the same. 

On comparing Nos. 199 and 201 with Nos. 196 and 146, it will be found also that, as in 
the two latter there are modulations into Sol and Fc^ the dominant and snbdominant of Ho, 
00 in the two former there are modulations into La and Sol, the iomlnant and subdominani 
of Re 
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TRANSPOSITION, 



[Chap. XLIV» 
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No. 199, [In Two Pabts, 1 & 2.] 
ALLEGRO. 
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CANON. 

No. 200. [I» Vov* Pabm,A,B,C,&».] 
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Hear mj pnjer; Hear wj prayer and let mv ery-ing eoma .qp-^o Tbee, O Lord. 



No. 201. [Ik Two Pabts.] 
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TO - Ter Doth his vil • lage home die - eo - Ter. Hail! Hail! sweet peace! 



p 



CT€S* 



/T\ 



RaU.. 



i 



o 



JJJiJJJJ 



'SZL 



^ 



ro • Ter Doth his Til -lage borne dis - co -Ter. Hail! bail! sweet peacel 



EXAMINATION ON CHAPTER XLIV. 

181. Does melody depend on the pitch of iu sounds, or on their relation to each other? 182. When the 
^ pitch of a mnsical passage is altered, and the relation between its sounds presenred, what is said to be done 
to it ? Does transposition add to the difllonlty of Tocal musio, 

L 
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CHAPTER XLV, 
Sixths, Major and Minor. ^ Time. 

Prepare Large SheMs 50; 80, 81, 82 and 83. 
Fig. 122. 
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184. Like th* «/itr«fe, of which they art the inversions, the BtxAs are 
divided into major and minor. A major sixth is fonned of four tones and 
^e ^^^etcme; a minor sixth of tAr^^ tones and ftC7(> ^^mitones. 

Between Do And Jki there ue/biir tones (l)o»^R$9 E^^M^ lV»-^iSbl, and 8ol^£a) uid 
out semitone (Jft— ^ti.) And so with M^-^^it Fa^tU^ And «Sbi-Oft. But between JIS And 
Do thero Are Mtm tones (Fa — Sol, Sol^Iot And Zor-^Si) And hito semitones ( Jl$— vFa» and 
5I-— Do.) And so with La^Rh And iSJ — Sol [See Jig, 138.] 

186. A ifutjor sixth becomes tmnor when its tapper note is lowered 
(a semitone) by a Jlatj or its hwer note raised by a sharp. A minor 
sixth becomes wo/Vr, when its, w/?p^ note is raised by a sharp, or its 
lower note depressed by a flat. 
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^ 186i In i«?dry major scale will be fomid four major sixths, and three 
minor sixths, the former being the sixths above the 1st, 2nd, 4th, and 5th 
sounds of the scale. 

Do, Be, Fa, And Sol Are the Ist, 2nd, 4th, And 5th sounds of Do t Sol, La, Do, And Jl^ 
id Sol; axkd Fa, Sol, 8i\md Do, ot Fa. Th^ aU boAT inigor sixttis. ISeeJl^. Ufi^l . 



Cup. XLV.] sixths, MAJOR AliD MINOfi. | TIM£. 
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187« A third, on inversion, becomes a sixtii ; and, moreover, a major 
tUrd becomes a minor sixth; and vice versa. 
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188. To a bar of . time two beats should be made, unless the move- 
ment be very slow, when it will be found necessary to mukajbur. 

Make several Buccessioni of Mo It^Mt (OHO iImmi Mid wtd i^,bb bx Q time) saying to 
each beat, "crotch." ITo be done,} 

Make several successions of two beats, saying to the first beat Do, Be, and to the seconc^ 
Mi, i^«. [2V» be done.^ 

Each iucoes«ion of two beaii boing a bar of | tim^ oaeh syUabto pro&oiineed iti the hwt 

exercise will be a quaver. 
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SIXTHS, MAJOR AND MINOR. | TIME. 



[Cbap. XLY, 



Nob. 202 to 207 are repetitions of Nos. 166 to 171 ; the minims, crotchet8« and quavers 
of the forfMT bearing the same relation to one another (and tkerefort producing the same 
efiel) as the Bemibreves, minims, and crotchets of the latter. iCompareflgs. 126 and 127.] 
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= Fig. 127. 
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Make sereral successionB of two beats (one doum and one up), saying to the first beat. 
Do, Be, Hh F<h and to the second, Sol, La, Si, Do. [ro he done.^ 

Each of these successions being a bar of ? time, each syllable (there being four to each 
beat) will be a eeaUquaver. 
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EXERCISES FOR THE PRACTICE OF SEMIQUAVERS IN 4 TIME. 



No. 208. 
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EXEEOISBS FOB THE PBAOTICE OP DOTTED QUAVEES. 
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SIXTHS, MAJOR AND MINOR. 
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Nob. 208 to 211 are repetitions of Nos. 24 to 27; as are Nos. 212 to 214 of Nos. 66 to 
68 ; — ^the qnarers, semiquarers, &c. of the former having the same relation to each other as 
the crotchets, qnarers, &c. of the latter. If they be performed with four beats in a bar, as 
is sometimes necessary in ? time, \,Par. 108] the effects will be identical in every respect. 
The pupili will read again No$* 206 to 21 i, making four heats to a bar. 



No. 215. [IH Two PABfB.] 
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1 First gent • ly let us glide, 

2 Oar sport is glad and long, 



The ropes are lithe alid free, 
We nei - ther scoff nor brawl, 
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Have rea • dy help for all. 
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SIXTHS, MAJOR AND MINOB. 



[Chap. XLV 



EVENING SONG FOR A SCHOOL, 

Nq. 216. [SooBa, in Thbbi Paws.] 
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No, 179.] 
{Sk. 78.) 



J ESTOSO 

p 



J' J ^ I ' H r 



33 



W 



'Tis eve; our work it Aone; Ere we part for tUe nigliW With 



J VP 



^^ 



i 



P 



Tia e^e; our nfsck i« iooei Sre ira Bwl for (ho niglil* Wftb 



MUZE 



^ 



:r3 



^ 



Tl* ete; our work is done} Ere we part Ibr the night, 



\^ 



-©^-r 



grate « ftil looka each cme^ Our mas • ter hid Good Slight. His i^Qd fOid ge^ < de 



i 



i 



-O-r 



grate • fbl looks each one, Our mas • ter hid Good I^ight. His kind and gea - tie 

VL 



^^ 



Hight. Bis kind and gen -tie 



^ 



-«^ 



i 



grate • Ail looks e«eh ene, Ouf mas - ter \M, Good l^ight. Bis kind and geq • tie 



O ^ • 



WZJEZMZ3L 



f To 



swaj Per^snades as day hy day 



live in peace and loYe; Q how then can we 



i 



iway Per-snades ns day ty day To live in peace and love ; O how the: 



ten can vre 



S 



n 



S5^ 



? 



s 



f 



I 



33 



acij 



day To live in peace and love; how then cax^ we 
^ Dim. 




prove Onr hum-hie, hum-hie 



i'Yf\^ r r i - 

^ prove 6ur hum-hie, hum-hie 



gra - tl - tude. Our hum-hlc^ hum-hie gra - ti - tudf, 
j^ Dim, 



hie. 



lEZML 



"TT 



L\. -> 



I 



gra - ti - tude, Our hum hie, hum - hie gra - ti - tude, 
Jf Dim. 



m 



V** J J 



SEP 



^^ 



-^ 



prove Our hum-hie, hum-hle gra • ti - tude. Our hum-hie, hum-hie gra - ti * tude, 



Chap.XLV.] 
Cre$. 



8IXT8S, MAJOB AKD MZN09. 
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brood; So may he, may he sleep in peace. So may he, may he sleep in peace. 
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SIXTHS, MAJOR AND MINOR. 



[Chap. XLV 



EouND.— HUNTING THE HARE. 

No. 217. [Iv Thbib Pabtb, 1, 2, & 8.] 



(M.83.) 
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EXAMINATION ON CHAPTEB XLV. 

184. How are the two lands of sixths called ? What are the contents of a migor sixth ? What, of a minor 
sixth? Give an example of a migor sixth;—- of aminor sixth. 185. How is a major sixth made minor? 
How, a minor sixth major ? What is the minor sixth aboTe Do f — the mqor sixth above Mi f &e. 186. How 
many miyor sixths do we find in the mijor scale ? How many minor ? What notes of the scale bear mqor 
sixths ? Which are the major sixths in the scale of Do ;—- of Fat-^ct Sol 9 187. Of what is a major sixth 

A 

the inversion ?-*and a nunor sixth? 188. How many beats do we eommonly mske to a bar of ^ time? 
WVbs the AOTement is rtrj slow, how many do we make ? What, then, is the Talae of each beat f 
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CHAPTER XLVL 
Compound Times. 

Prtpam Large Sheets 51 ; 83, 84^ 85, 86, and 87. 

189. Each of the two principal kinds of time is subdivided into two 
other kinds, simple and compound. 

Of simple common time, and of simple triple time we bare had many examples ; the one 
requires two or fawr beats in a bar, the other t&rM— each of those beats being dirisible, ad 
infinitum^ by two. Thus, in Q time each beat is worth a crotchet, which crotchet can bo 

o 

further dirided into two quarers, four semiquarers, &c. So also in ? and all other nmple times. 

190. Compound time is that wherein each beat is worth a dotted note^ 
and consequently can be divided by three. 

All the time signatures in ordinary use are exhibited in fig. 129. 
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COMPOUND TIMES. 



[Chap. XL VI. 



Of compound times, that marked | is most often used. 

191. To a bar of q time, tuH> beats should be made, unless the moyc- 
meut be very slow, when it wUl be found pecewary to make six. 



Fig. 130. 
Fa, Sol, La, 



Jl* 



Make sereral suooessions of two beats hi the direction of fig. 130, (one 
dawn and one vp)i paying, Doj^ Re, Mi, to the firtt (the down) beat, and 
IVs i9o^ X«, to the ite^nd (the iip) beat. 

[To he done,"] \ 

. . -• P^, Be. Mt, 

Eaeh lueoeMion of two boAts betoK a b«r of ^ tlmob o«Qb lyUaUe pronomoed in the last 
eioroise will be a fwmer^ 

A bar of S time frequently consists ot tia quavers ; a bar of ? time may also consist of six 
quayen. As it is possible that these two species of time may bo oonfQunded* U inay bo well 
t5 recapitulate the points of difference between them^ 

X time is a common time; § tim^ a trifle time« A bar of | time can be diYidod into 
two parts, each worth a dotted crotchet ; a bar of 9 time, consbting of three beats (oach 
worth a crotchet), cannot be diride^ into two partSi withQut destroying its aeemt, and 
changing its character. 

The two following passages consist of the eame notes. The one Is in ^, the other in ^ 
time; their effect is as different as possible. 

The teticher witt fMd mtd ieffa figt. 131 umA 133 in \wmdiqU mteeetriM ^ heating time. 



Fig, 131. 



Fig, 182. 



( fiiCLT^ r i c f NJ^ i |>^::r r:; i t r[f 



s 



The importaui^e of aceent needs no Airther demonstration. 

It is to be regretted that some other mode of designating compound times hai not yot 
been adopted, and that two times so different as the^abore should bo designated by aHthmetical 
expressions which are really the same. The student muBt bear in mind that th^ figures in 
time signatures refer to quantUjf not to aeemtf and that whereas § moans three Iburths of a 
semibrere, x means two quantities, each consiiting <}f a fourth and an eighth of a aemibrer^ 
i,e, a dotted eratoket, 

\ ft 

192. During a bar's rest of g time, we make two beats, and tn 
reading count aloud, " one^ ttooJ^ 

** A bar^ rest in any kind of time niay be expresaed by a semibrere rest.** [-Par. 17T.] 
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193. During pijwe beat one, and count aloud "(>w^," if the rests 
ipy ihe first half of the bar, and " fti?o," if they occupy the second half. 
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Fig. 136. 
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"k ret( which oeoapies th« UsMr fort of ft beat cannot be named at all in reading.* IPar. lOB.] 



J1MW. ^ p: j^J".^T-f-°t- 



--^^ 



«« 



f<i, Two, La. 
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BXBR0ISE8 FOR THE PRIOUCE OF | TIME 



No. 218. 



No. 219. 



No. 220. 



P 



i 



. » • I r • - # - I p » , ~ 



^ 



i 



-ta 



i|,riJ33JJ^icfrrcrmrrrri rr r^=i^'^i^ 



S 



rr-r-N 



MIX 



^ 



S 



vm 



#-H» 



SZE 



mt 



-^H^ 



No 221. 



No. 922. 



No. 223. 



m 



* . tf 



^ 



g 



«3=K 



lEZZB 



? 



i 



.s,--^ 



^ 



m 



r\ m i m^ 



P-rP' 



i r-,^=^ 



a 



Ty-^=R 



m 



Mz3=a 



£ 



n ' »' 



T> ,* r 



i 



A W f , 



The fbrm of bar marked ♦ in No, 383, though in eon^mon iise, and oonrenlent from itt 
simplicity, is liable to ol^ection from itB suggesting the id^a rather of | than of | time. Thd 
form of (be two first and tb« last ban is to be preferred. 
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No. 224. riK FouB Pabis.] 
Words by Mabt Howitt. 

ANDANTE GRAZIOSO. 

(S».jM.) , rtJl V" 



SONG. 



Melody by Boiuldiiu. 



1st Part. 



2nd Part. 



3rd&4tli 
Parts. 



i 



u 



H 



^=-"=H=^ 



P P F P 



3^^ 



]i=?lE 



come ye in - to the sum - mer woods ! There ent'reth no an • 



i 



i 



^ 



s 



E±& 



N-vlv-?^ 



MZiZM 



m — ■ a r*~iZMi3t 



eome ye in - to tlie (aai-Bier woods I There ent'reth no ta • 



m 



fp 



■jp 



E 



it 



Come, 




^T^ T^ 



eome, 



come. 



^ 



^F h i « 



»-r-^ 



^ 



p-mP- 



Xit±L 



Hoy; All green - ly wave the ches • nnt leaves, And the earth is full of 



i 



i 



i 



\ ^ ^ 



h N N N 



m wZIm'M 



M tf i ■ g 



noy; All green • ly wave the ches • nnt leaves, And the earth is ' fttll of 



m 



33 



ZZ£ 



come, 



■^r^ 



come. 



come. 



^T^ 



_ II list time. 77 



2nd time. 



Id time, ut 






?£:# 



^ 



±±±=± 



Joy I joy: I «an-not tell yon lislf the sights Of beau-ty yon may 

tflsttime. p \ 2nd time. 






p—p- 



^ 



«ai 



joy: O joy: I can -not tell you lialf the sights Of bean-ty yon may 

f 1st time. 



^ j^ I 1st time. [2nd t ime, f 

eome, eome: I can* not tell yon half the sights Of hean«ty yon may 



CifAP. XLVL] 



COMPOUND TIMES 



147 



p 



• • • 



ts=ts 



> '^J" g 



^ 



K-^ 



i 



f 



nc; Tli» lonU of gol • deu son • sliine. And mft-ay • (h* - dy 



i 



f^F=?v 



^ 



»>c^ j 



J * * 



see; TUe bunts of gold • ea sun • sbine, And ma-ny a sha-dy 



•SCi The bunts of gold • en sun • shine, And ma • ny a 



fHiii 



$ 



h 



W- 



^^ 



y=± 



* 



tne. O eome ye in - to the sum • mer woods! There en-t'reth no an - 

— W- 



ft k ^ > 



II^S 



J — w 



I 



tree. O come ye in - to the sum - mer woods! There en-freth no an - 



BSi=3 



3ZI 



Come,. 



tree 



I 

come, 



^ 



P 



is 



\-\ 



# 



MZZC 



i 



noy; All green -ly wave the ches - nut leaTes, And the earth is ftill of 



P 



N ^ S 



tzfcs 



XZ3E 



X=K 



• * 



noy ; AU green • ly wave the ches - nut leaves, And the earth is full of 



m 



^ 



zni 



"?ry 



JLa. 



come, 
e 



^ 



come, 



^ 



m 



Cre9. 



Ball. 



^ 



#-# 



# ^ 



# — m- 



-^HP^ 



i 



i 



joy. And the earth • - is 
Crea. ' e EaU. 



foil 



of joy. 




earth • • is full • • of joy. • 



1= 



^i-p-i- 



Joy, And the earth • • is full • • of Joy. • 

^j ^ Ores. e RaU. — ..,,j"_^ 



"=H«-^ 



come. For the earth is 1^1 of joy, fiiU of joy, full of joy. 
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SOLFEGMJIO. 



fCHAK XLVL 



DirtAHtit 



iBt 

VhrU 



r J 

P 



(5*. 86 & 87.) 



dud 

Part. 



P 






m 



H 



f r f ^ i f r r ^1 



* 



s 



c; i rrr^^h 



:^ 



Trrrrcj|rrrrrirrr»n;rn. fe 

^' ' " "" ■ II I I I II .iM ■ I M . I ■ I I I I II 1 , I T „ i ^^ li , M . mktl^m^mm A m^m^i^t^tmmmMim 



$ 






m 



^er- 



^ 



e 



s 



f= 



^ 



CJ" - - - - 



^ 



^ 



fiirf i rfrrtfff^ 






^ 



£ 



i 



^M^ 



q' P 



s 



S=P 



wj-y 



e 



S 



E 



i.Tf i 'i.r i n.rt i rrrrirr^ ^ 



J^ 



jonirfr.^nij 



Dtm. 



^ 



^ 



' ='fitcjrfp^ i j ^^rrrrfr 
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i 



rlf i rrrCJ 



/ 






^ 



^ 



JJr i rrrr 



r^f i fr - 



F~y 



r irtfrnrtf. ^ 



I 



^^ 



^^F^^ 



£=i 



-^ 



^ 



^ 



^^ 



f* ^ 






#-#-r 



r r °i ir^ f tj * ! ^1 r [^ 



Odd. 



r i ffftf i f i T "^'^"- 



|E=jC 



rzv 



!!t 



i 



i^ 



.Kos: 



g 



< > r* . d 



E 



<"V'-' 



-©r 



E 



r^iftrftf 



-er 



£aSL 



^ 



:s=e: 



P=5Z 



BXAMtNATIOH ON GBAPTKR XtVI. 

180. Hftw •» Ui« t«6 ptfaui(al Unii of time Mlltd t How ne tttey mbitTtdad > Wbat i« m««at bj tlmpte 
time ? 190. What is compound time ? What kind of time is g ? Beat and reblte a har containing a dotted 
crotchet and three qntTera {w «ny wmUar lasr). What land of time k ^ ? What does a bar of ^ time contain ? 
Are two bars, each containing six qnavers, necestaiily ia the same timer la what rtapeei ott^ thejdifllrf 
102« How is half a bar*8 rest expressed in q time ? How, a whole bar's rest generally ? 
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CHAPTER XLVn. 
Sevenths, Major and Minor, 

Pr^pmt Liu^ge Sheets 52 and 88. 
Fig. 187. 



m 



33: 



32: 



xx 



:sjL 



<->^ 



^ 



^ 



-CL 



xr 



zx 



-€>- 



■O" 



-€^ 



* 



m 



xx 




XT 



"or 



Tjr -^ 



194. Like the seconds, of which they are the inversions, the sevenths 
are divided into major and minor. A mxijor seventh is formed of five 
tones and one semitone; a minor seventh oifour tones and two semitones. 

Between Do and 8% there are five tones (Z>o — 2Ze, Rt — Mi^ Fa — Soh Solr^Lot and La — 8%) 
and cm semitone {Mi — Fa)\ and so with Fa — Mi, But between Re and Do there are but 
fowr tones (i^e — Mi^ Fa — 8oU Sol — La, and La — 50 and ttvo semitones (Mv-^Fa and Si-^Do); 
and so with M%~~Ee, Sol-^Fa, La — Sol, and iS»— Xa. 

195. A major seventh becomes mino7* when its upper note is lowered 
(a semitone) by a fiat, or its lower note raised by a sharp. A minor 
seventh becomes major when its upper note is raised by a sharp^ or its 
lower note depressed by a, fiat. 



SEVENTHS. 



Fig. IBS, 
Higor. 



Minor. 



Hiyor. 



Minor, 



Minor. 



Mi^or. 



Minor. 



i 



zzc 



TJZ 



M 



Major. 



-^ 



ZZE 



#^ 



196. In every major scale will be found two major sevenths, and five 
minor sevenths; the former being the sevenths above the 1st and 4th 
sounds of the scale. 

Do and Fa are the 1st and 4th of Do; Fa and Si K of Jb; Sol and Do, of Sot. Eabh 
of these notes bears a mijor serenth. iae$fig. 137.] 



Chap. XLVII.] 



SEVENTHS, MAJOK AND MINOR. 



161 



The teacher wiU point out the major sevenllts in fig, 137, and then touch on his hand and 9o{fa the 
following or any similar passages,— the pupils imitating. 



m 



3::5= 



E^ 



--^^ 



^^>:^i 



197. A second, on inversion, becomes a seventh; and, moreover, a 
major second becomes a ?ni7ior seventh ; and vice versa. 



^.189. p 



Major. 



Minor. 



Miuor. 



Major. 



^3" 

econd 



33 



7::> 

Seventh. 



^-^ 



ZKOl 



AlJl 



Second. Seventh. 



No. 226. [IM ThBBB PABT8.] 

(«*.88.) ANDANTINO. 



ROUND. 



Db. Hi TBS. 



^ 



W 



llail, £ng - liah yew, that throw'st thj so - lemn 



i 



^—rr-t] 



S 



i 



k 



Sweet i - vy clam - ber o'er the scone, and 



? 



-O^ 



^^3 



mong thy leaves 



fc^ 



fU r l rif 



s 



the names of sires we 



^g 



-^ 



shade Up - on the tombs where Eng-lish hinds are laid; 



twine With wild hedge ros - es and the cot - tas 



-^ 



i 



fc 



ros - es and the cot - tage vine; 



iOTTt 



-^ 



-OHr 



TT 



^ 



read, Whose mem' - ry lives in , many an hon - est deed 



EXAMINATION ON CHAPTER XLVII. 

194. How are the two kinds of sevenths called ? What are the contents of a mtgor seventh ? What «f m 
minor seventh ? Give an example of a migor seventh; — of a minor seventh. 195. How is a migor seventh 
ma4tt aunor ? How a minor seventh mi\jor ? What is the minor seventh above Do t — ^the miyor seventh above 
S^. ^t^. How many nigor sevenths do we find in a m^jor scale? How many minor? What notes of the 
mfyor scale bear major sevenths ? Which are major sevenths in the scale of Do f — of Faf—ox Self 197. Of 
what is a major seventh the inversion ?— and a minor seventh? 



CHAPTER XLVIII. 
Octaves. 

Prepare Largo Sheets 52 ; 88, 89, and 90. 

198. There is but one kind of octave in the diatonic scale. When 
one of the notes forming an octave is preceded by a sharp or flat, the 
interval is chromatic. 

Chromatic interrals will form the subject of future consideration. 

The teacher will touch on hU hand and solfa the following , or any nmilar passaget: the pupih 
imitating. 



W 



• a 



In No. 227 the time changes from (n to its corresponding eompou/nd time ? [»«« ^*9* 1^9.] 
No change therefore will be required in the manner of beating, but each beat in the last four 
bars will be a dotted minim. 



No. 227. ROUND. 

{M.88.) ALLEGBO MODERATO. 



NlXM. 



i 



I 



Wlf— j- 



33 



^^ 



-^ 



i 



At the har - rest home bid the plough good speed ; 



< > • 



X3 



ZKZl 



zn 



-^ 



i 



Ood bless the reap - er with 



his 



sheAve, 



Oh, 



3Zi: 



ZLJL 



3ZI 



icrE 



Ho! 



Saj yoa so: 



The 



-e^ 



2 



XJ 



cT 



3=E 



I 



Hey for the man 



that scat - ters the 



seed. 



-^ 



-^ 



33 



3 



zni 



may the thresh - er ne 



grieve. 



^ 



pPT <\ > I . :; 



■t-^ 



_£-Z 



X2 



zni 



eon Til] make the mill to go, The corn will make the mill to go. 
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No. 228. [In ThBSB PABT8.] 
(M. 89 and 90.) 

MODE R A TO. 



SONG. 



Ist Part. 



2nd Part. 



Srd Part. 



1 Up heave! the an - chor's weight, 

2 What ho! the shoals are nigh, 



WiLHBM. 



{f'Tii-i^rLTi J ^ ;■ r LT 



the an • chords 
the shoals are 



P 



p 



Up heave ! 
What ho! 



the an - chor^ weight, 
the shoals are nigh, 



K S N 



Up heave ! 
What ho! 



the an • chor*s weight, 
the shoals are nigh. 



^)j^J-j-J7:fUirrij.Fffrj. J- 



s 



^ 



weight, By which the good ship rides; Upheave! she hath her 
nigh, The mists are ga - ther'd roand ; Look oat, and list on 



freight, she hath her 

high, and list on 



i 



N N N 



^ — ^ 



^ 



^±=3L 



By which the good ship ridesi; 
The mists are ga • thei'd roand ; 



Up heave 
Look out ! 



she hath her freight, 
and list on high 



i 



N N N 



N \ N I 



* * * 



+1 



^ 



M=jE 



r— r 



By which the good ship rides ; 
The mists are ga • ther'd round ; 



Up heave! 
Look oat! 



she hath her freight, 
and list on high. 



$ 



m 



^ 



freight, And fair are winds and 
high For ei- ther sight or 



tides, 
sonnd. 



What see'st thou now, main -top 
Canst see or hear, main -top 



mast 
mast 



ji M. P g r r I ^ 

And fair are winds and tides. 

For ei - ther sight or sound. 



i^^zi 



i 



?s=fv 



What see'st 
Canst see 



thou 
or 



±=± 



W 



And 


fair are winds 


and 


^. 


For 


ei - ther sight 
M 2 


or 


sound. 



What see'st 
Canst see 



thou 



a54 



OlXTAVES. 



[Chap. XL VIII, 



i 



s 



113 



? 



boy? I see the fog-bank on the 
boy? Look oat I a ves-sel may be 



sea. Heave 
near. Ship 



way! 
hoy! 



heave 
ship 



$ 



^ 



Sr-S— V 



^ 



r r 1>! 



^tfc 



w~m 



m — m- 



-©^ 



M^ 



r~w 



now? I see the fog-bank on the 
hear? Look out! a ves - sel may be 



Heave a 
Ship a 



way ! heave a - way ! heave a - 
hoy! ship a - hoy! ship a- 



i 



v-v 



^E^ 



N— S 



i 



N-N 



^ 



* 



^ 



# #» # 



MZ3t 



now? I see the fog*bank on the 
hear ? Look out ! a ves • sel may be 



Heave a - way ! heave a - way ! heave a - 
Ship a - hoy! ship a - hoy! ship a- 



P 



way! 
hoy! 



heave 
ship 



way! 
hoy! 



heave 
ship 



way! 
hoy! 



* 



The 
Bing, 



S 



#-r* 



^^ 



g 



way I heave a - way ! heave a - way ! heave a - way ! heave a - way I heave a - way ! The 
hoy ! ship a - hoy ! ship a - hoy ! ship a - hoy ! ship a - boy ! ship a • hoy ! Bing, 



i 



ts=N 



N-\ 



^ 



muM 



^^ 



way! heave a - way! heave a - way! heave a - way! heave a - way! heave a - way! The 
hoy] ship a - hoy! ship a - hoy! ship a - hoy! ship a - hoy! ship a • hoy! Bing, 



i 



t 



t 



^ 



:X3 



£ 



an - ehor soon on deck shall be, on deck, on deck shall 
ring the a - larm, that she may hear, that she, that she may 



be. 
hear. 



I 



I^E 



TT 



¥=^ 



S 



S 



an - ehor soon on deck shall be, on deck, on deck shall 
ring the a - larm, that she may hear, that she, that she may 



be. 
hear. 



$ 



B 0^ 



B ' m 



m 



w^ 



an - ehor soon on deck shall bei, on deck, on deck shall be. 
ring the a - larm, that she may hear, that she, that she may hear. 
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miral W. H. SiKTTH. Two Yols. With 
lUustrations. £2 2s. 

Manual of Chemistry. By W. T. 

Bbaitdb, F.B.S. Sizth'Edition, much en- 
larged. Two large volumes. £2 6s. 

Dictionary of Materia Medica and 

Pharmacy. By the same Author. 168. 

Principles of Mechanism. By R. 

WiLi.18, M.A., F.B.S., Professor of iTata- 
ral Philosophy, Cambridge. 16a. 

Mechanics applied to the Arts. By 
H. Mosbut, M .a., F.B.a, one of Her 
Mi^esty's Inspectors of Schools. 6s. 6d. 

Lectures on Astronomy. By same 

Author. Cheaper Edition, revisecL 9s. 6d. 

Elements of Meteorology. By the 

late Professor Dabibll. With Plates. 
Two Volumes. Octavo. 828. 

On Thunder Storms, and on the 

Means of Protecting Buildinm and Ship- 
ping^ainst the Effects of lightning. By 
Sir W. Show Habeib, F.B.S. 10s. 6d. 

Connexion of Natural and Divine 

Truth. By Badbb Powbll, M. A., F.B.S., 
Professor of Geometry, Ozfcnrd. 98. 

Undulatory Theory as applied to the 

Dispersion of light. By tiie same Authcw. 
Octavo. With C6k>ared Charts. 98. 



Lectures on the Prmciples and 

Practice of Physic. By T. Watsob, M.D. 
Third Edition. Two Volumes. Octavo. 9^. 

On the Diseases of the Kidney: their 

Pathology, Diagnosis, and Treatment. By 
Obobc^b Johhsob, M.D., Assistant-Phy- 
sician to King's Co&ege HospitaL 14b. 

On the structure and Functions of 

the Human Spleen. The Astley Cooper 
Prise for 1868. By Hbbbt Gxat, F.B.S., 
Demonstrator of Anatomy at St. George's 
Hospital With M laustrations. 15s. 

Sanitary Condition of the City of 

London (from 1848 to 1853). With Preface 
and Notes. By Johb Simob, F.B.S., Sur- 
geon to St. Thomas's Hospital. 8s. 6d. 

On the Pathology and Treatment of 

Acute Bheumstism. By Da. Aldbbsob, 
Physician to St. Mary's Hospital. 4b. 6d. 
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Physioloffical Anatomy and Physio- 
logy of Man. By Dr. Todd and W. Bow- 
uxw, F.B.S. Fait IV., Section L 7b. 
Part in. 78. VoL I. 168. 

The Pldlosophy of Living. ByHxB- 

BSBT Mayo, M.l). Cheaper Bdition, 6b. 

Management of the Organs of Di- 

gestaon in Health and in Diaeaae. Br the 
Bttme Anthor. Second Edition. 6b. 6d. 

Lunacy and Ltmatie Life, with Hints 

on the Personal Care and Management dT 
those afflicted with Derangeiment. Ss. 6d. 

Gennan Mineral Waters : and their 

rational Bm^yment for the Cure of cer- 
tain Chronic Diseases. By S. Stttso, M.D., 
Physiciaa of the Gennan Hospital. 78. 6d. 

Spasm, Languor, and Paby. By 
J. A. WiLsov, M.D. 78. 

Gout, Chronic Ehemnatism, and Li- 

flammation of the Joints, By B. B. Todd* 
M.D.,F.B.S. 78. 6d. 

Minerals and their Uses. By J. E. 

Jaoksov, F.B.S. With Frontispieoe. 
78. 6d. 

Lectures on Dental Physiology and 

Surgery. By J. Toicss, F.B.S., Surgeon- 
Dentist to the Middlesex Hospital. Octavo. 
With 100 Blustrations. 128. 

Use and Management of Artificial 

Teeth. By the same Author. 3s. 6d. 

Practical Geology and Mineralogy. 

By Joshua Tbhooib, F.G.S. Octavo. 
With 200 Blostrationa. 128. 

Practical Chemistry for Farmers and 

LandownerB. By the same Anthor. 58. 

Practical Geodesy. By Butleb 

Williams, C.E. Xew Edition, with 
Chapters on Estate, Puroohial, and Ball- 
road Surveying. With Illustrations. 12s. 6d. 

Manual for Teachins Model-Draw- 
ing; with a Popular View of Perspective. 
By the same Author. Octavo, with Shaded 
Engravings. 15s. 

Listmctions in Drawing. Abridged 
from the above. 3s. 



Chemistry of the Pour Ancient Ele- 
ments. By T. Obettiths. Second Edition. 
4fl. 6d. 

B>ecreations in Chemistry. By the 

same. Second Edition, enlarged. &. 

Recreations in Physical Greography. 
By Miss B. M. Zobitliit. mh e£. 
tion. 68. 



World of Waters ; or. Recreations 

in Hydrology. By the same Anthor. 
Second Edition. 6b. 

Recreations in Geology. By the 

same Author. Third Edition. 4b. 6d. 

Recreations in Astronomy. By Rev. 
L. ToMLnrsoir, M. A. Third Edition, 4b. 6d. 

Summer Time in the Country. By 

Bev.B.A.WiLLXon. Second Edition. 6b. 

Shipwrecks of the Royal Navy. Com- 

mted from Official Documents. ByW.O.S. 
GiLLY. With a Pre&ce by Db. Gillt. 
Second Edition. 7s. 6d. 

The Earth and Man; or. Physical 

Geography in BeUtion to the History of 
M a n ki nd . Bv Pbovbbsob Gutot. Slightiy 
abridged^with Corrections and Notes. 2s.6£ 

Danger of Superficial Knowledge. 
By Professor J. 1). Fobbbs. 2b. 

Introductory Lectures delivered at 

Queen's College, London. 6«. 



TheSaint'sTr^dy. By C. Kikgslet, 

BectorofEverdey. Cheaper Edition. 2s. 

Justin Martyr, and other Poems. By 
B. C. Tbbkoh, B.D. Third Edition. 6b. 

Poems from Eastern Sources: Geno- 

Tcva and other Poems. By the w^mA 
Author. Second Edition. 6«. 6d. 

Elegiac Poems. By the same author. 

Second Edition. 2s. 6d. 

The Poems of Goethe. Translated 

m the original metres. By Edoab A. 
BowBnre. 7s. 6d. 

Schiller's Poems, Complete. Trans- 
lated by Edgab Alvbbd BowBnro. 6b. 

Poems. By Geobge Mbbedith. 5s. 

Violenzia : a Tragedy. 3s. 6d. 

Hypatia; or, New Poes with an Old 

Face. ByC.KnresLBT^BectorofEverBley 
Two Volumes. OctaTo. 18s. 

Grand; an Autobiography. 
Jy G. J. Whytb Mblyillb. Two volumes. 
Post Octavo. 18e. 

Jesuit Executorship; or, Passs^s 

in the Life of a Seceder from Boma^m. 
Two Volumes. Post Octavo. 18s. 

Yeast : a Problem. By C. Kingsley, 

Bector of Eversley. Cheaper Edition. 6s. 

The Upper Ten Thousand : Sketches 

of American Society. By A Nsw Yobkbb. 
6s. 



STAITDABD BOOKS PUBLISHED BY 



Clara Morison : A Tale of South 

Australia during the Gk)ld Fever. Two 
Volumes. 98. 

The Youth and Womanhood of Helen 

Tyrrel. By the Author of Brampton Bee- 
tory, 6s. 

Brampton Rectoiy; or, the Lesson 

of Life. Second E£tion. 8s. 6d. 

Compton Merivale. By the Author 

of Sramptou JBeetoty. 8b. 6d. 

The Cardinal Virtues; or, Morals 

and Manners Connected. By Habbixttb 
OucPBSLL. Two Volumes. 7s. 

The City of God; a Vision of the 

Fast, the Present, and the Future. By E. 
BirsGB, Bector of Bratton. 8s. 6d. 

The Merchant and the Friar; or. 

Truths and Fictions of the Middle Ages. 
By Sir F. Palobayb. Second Edition. Ss. 

Chronicles of the Seasons ; a Course 

of DailT Instruction uid Amusement, se- 
lected n-om the 19'atural History, Science, 
Art, Antiquities, and Biography of our 
Fatherland. In Four Books, Ss. 6d. each. 



Crusaders; Scenes, Events, and Cha- 
racters firom the Times of the Crusades. 
By T. Kbightlbt. 78. 

The Lord and the Vassal; a Familiar 

Exposition of the Feudal System. 2s. 

French Eevolution ; its Causes and 

Consequences. By F. M. Bowab. 3s. 6d. 

Labaume's History of Napoleon's 

Invasion of Bussia. 2s. 6d. 

Historical Sketch of the British 

Army. By O. B. Olbio, M.A., Chaplain- 
General to the Forces. 3s. 6d. 

Family History of England. Bythe 

same Author. Cheaper Edition. Three 
Volumes. 10s. 6d. 

Familiar History of Birds. By E. 

Stablbt, D.D., Bishop of Norwich. 
Cheaper Edition, with 118 Illustrations. 
Ss.ed. 

Domesticated Animals. By Mabt 

Bobbbts. Cheaper Edition. 2s. 6d. 

Wild Animals. By the same. 3s. 6d. 
Amusements in Chess. By C. Tom- 

LIBBOB. 4b. 6d. 

Musicad History, Biography, and 

Criticism. By Gbobob Hogabth. Two 
Volumes. 10s. 6d. 



XJUmann's Gregory of Nazianzum. 

A Contribution to the Ecclesiastical His- 
tory of the Fourth Century. Translated 
by G. V. Cox, M.A. Os. 



Neander's Julian the Apostate and 

his Generation: an Historical Picture. 
Transhfcted by G. V. Cox, M.A. Ss. 6d. 

Dahlmann's Life of Herodotus, 

drawn out from his Book. With Notes. 
Translated by G. V. Cox, M.A. 6s. 



Student's Manual of Ancient His- 
tory. By W. CooiB Taylob, LL.D. Fifth 
Edition. 10s. 6d. 

Student's Manual of Modem His- 
tory. By the same Author. Fifth Edi- 
tion, wim New Supplementary Chapter. 
10s. 6d. 

History of Mohammedanism. Cheaper 

Edition. By the same Author. 4b. 

History of Christianity. By the same 

Author. 6s. 6d. 

Analysis of Grecian History. By 

Dawsob W. Tubbbb, M.A., Head Master 
of the Boyal Institution, LiTcrpool. 2s. 

Analysis of Roman History. By the 

same Author. Second Edition. 2s. 

Analysis of English and of French 

History. By the same Author. Third 
Edition. 28. 



Claudius Ptolemy and the Nile ; or, 

an Inquiry into mat Geographer's real 
merit and speculative errors, his knowledge 
of Eastern Afirica, and the authenticity of 
the Mountains of the Moon. By W. D. 
CooLBT. With a Map. 4fl. 

The Holy City; Historical, Topo- 
graphical, and Antiquarian Notices of 
Jerusalem. By G. Williams, B.D. Second 
Edition, with Illustrations and Additions, 
and a Han of Jerusalem. Two Vols. £2 5s. 

History of the Holy Sepulchre. By 

Pbofbssob Willis. Bepnnted from Wil- 
Uams's * Holy City.' With Illustrations. 9s. 

Plan of Jerusalem, from the Ord- 
nance Survey. With a Memoir. Beprinted 
from Williams's *Holy City.' 9s.; or, 
mounted on rollers, IBs. 

Three Weeks in Palestine and 

Lebanon. Cheaper Edition. 28. 

Notes on German Churches. By Dr. 

Whbwbll. Third Edition. 12s. 

The Six Colonies of New Zealand. 

By W. Fox. 3s. With large Map. 4ti. 6d. 

Handbook for New Zealand. 6s. 

View of the Art of Colonization. By 

E. GiBBOK Waketibld. Octavo. 12s. 
Travels in the Track of the Ten 

Thousand Greeks; a G^eomphical and 
Descriptive Accotmt of the Expedition of 
Cyrus. By W. F. Aivswobth. 78. 6d. 



WORKS BY JOHN HULLAH, 

JProfe99or of Vocal Murie in XSnfi College^ ani Queon^M OolUge^ London. 



The Psalter ; or. Psalms of David, in Metre ; from the 

Authorized Vernon of Brady and Tate. Set to appropriate Tunes. 

Together with Indioee, And Tables showing the Psalms applicable to the Morning and Erening 

Services of the Sundays, and other Holy- days, thronghoat the Tear, aocording 

to the Form and Order of the Book of Common Prayer. 

Edition I. In Score for Four Voices, with Accompaniments 
for the Organ or Pianoforte. Folio. Cloth, 24#,; half-bound| morocco, gilt 
edges, 26s. 

Edition II. In Score for Four Voices. Supeb- Royal 

OCTATO. Cloth, 16«. ; half-botmd nsoroeco, 17#. 6d. 

Edition III. The separate Voice Parts, viz. :— SOPRANO, 

ALTO, TENOR, and BASS, in distinct Volumes. Fooi.flCAP Octavo, with red 
Borders to each page. Embossed roan, 6i. ; morocco, 8#. 6d. per Volume. 

Edition IV. The separate Voice Parts, Each in a Volume, as 
above. TwBim-rotntko, coloured sheep, 2i. ; embossed roan, gilt edges, 2». M, 
each. 

In these Editions of '* The Psalter," each, or one or more portions of each of the Psalms, is 
set to an appropriate Tune; and eyeiy word of each Terse is placed under the note to which it is 
to be sung. Every Volume, whether of the Score or of the Voice Parts, contains lliree Hundred 
and Fifty Pages of Music, besides Indices and Tables; and, being printed page for page^ the most 
perfect imiformity extends throughout the whole Series. 

Psahn Tune Books, without Words, containing Eighty- 
two Tunes from " The Psalter." 
The Tunes Harmonized for Thbex (Equal) Voicxs. 28. 6d. 
The Tunes Harmonized for Foun Voices (Soprano, Alto, Tenor, and Bass). Ss, 



The Whole Book of Psahns, with the Canticles and 

Hymns of the Church, for Morning and Evening Service, Set to appropriate 
Chants for Four Voices, ev6ry Syllable being placed under its proper Note. 
Imperial Octavo, 15^. ; half-bound moroccOj 17«. 6d, 

Chants, chiefly by English Masters of the Seventeenth 

and Eighteenth Centuries ; with the Ghregorian Tones harmonized by Thomas 
MoBUT. 6d. 



WOBKS BY JOHN KULLAIL'^eontinued. 



Infant School Songs. 6d. 

School Songs, for Two and Three Voices. 

Two Books. Octavo. 6J. each. 

A Grammar of Musical Harmony. 

Bojal Octavo. 8#. 

Exercises to Grammar of Musical Harmony. 1^. 
Exercises for the Cultivation of the Voice. 

For Soprano or Tenor. Second Edition. 28. 6 J. 

Exercises for the Cultivation of the Voice. 

For Contralto or Bass. 2s, 6d. 

Grammar of Vocal Music, for the Use of Public Schools 

and Classes of Adults. Hoyal Octavo. 7f, 

Sea Songs, for the Use of the Boys of the Royal Hospital 

Schools, Greenwich. Hoyal Octavo. 2«. 6d. Published by command of the 
Lords Commissioners 'of the Admiralty. 

God Save the Queen, arranged in Three, Four, and Five 

Farts. On a Card, 1^. 

Introductory Lecture delivered at King's College, l^. 

The Duty and Advantage of Learning to Sing. A Lec- 
ture delivered at the Leeds Church Institution. Printed by Bequest. Is. 



'^ Oh ! that we Two were Maying." 

A Song in " The Sainfs TrageAy^' by the Eev. C. KiNasiET. Set for Two 
Voices, by John Htillah. Price 2s. 



Materiols for Singing Classes. 

A Standard Tuning-Fork, accurately adjusted, by a scientific process, to 612 

vibrations per second. 2s. 
Btands for Hullah's Large Sheets. 7s. 6d. 
Portfolios for Hullah's Large Sheets, to hold the whole set. 25*. 
A Music Copy-Book, for Manuscript Music. 1^, 
Music Paper, same size as Hullah's Large Sheets. Twelve Staves on a Sheet, in 

Parcels of Six Sheets. 3*. 
Ditto, ditto. Eight Staves on a Sheet. 8^. 
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